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FOREWORD 


study  was  originally  undertaken  in  partial  fulfilment  of 


the  requirements  for  the  degree  of  Doctor  of  Philosophy  at 
the  University  of  Michigan.  The  investigation  was  continued 
during  a  period  of  fourteen  months  spent  in  Europe,  mostly  in 
Germany,  Sweden  and  France. 

The  introductory  chapters  to  each  part  of  the  book  indicate 
clearly  the  limits  of  the  study.  In  the  first  part  I  have  established 
something  tangible  in  the  rather  chaotic  mass  of  critical  literature 
that  professes  to  deal  with  the  expressionistic  movement  in  Ger¬ 
many.  I  have  systematized  this  critical  material  and  established 
norms  for  the  study  of  expressionism  in  drama.  In  the  second 
part  I  apply  the  norms  to  the  study  of  Strindberg’s  dramas  to 
determine  the  nature  and  extent  of  his  dramatic  expressionism. 

Chapters  II,  III  and  IV  of  Part  I  set  forth  the  ideas  of  several 
critics  of  expressionism.  The  accounts  given  in  these  chapters 
follow  the  critics  so  closely  that  at  times  I  approach  a  paraphrase 
of  the  original  material.  On  the  other  hand,  I  am  wholly  re¬ 
sponsible  for  the  material  given  in  the  synthetic  studies  of  Chap¬ 
ters  V  and  VI  in  which  selection  has  been  imperative.  Part  II 
shows  itself  obviously  to  be  entirely  an  original  study. 

Responsibility  for  all  statements  and  conclusions  rests  wholly 
on  the  author.  The  subject  of  the  thesis  was  directly  inspired 
by  the  lectures  on  contemporary  drama  offered  at  the  University 
of  Michigan  by  Professor  Oscar  J.  Campbell,  who  is  the  godfather 
to  this  study.  I  wish  to  express  my  appreciation  to  Professor 
Campbell  not  only  for  inspiration  but  more  especially  for  the 
wise  and  genial  direction  that  has  attended  my  studies  and  the 
writing  of  this  book.  To  Professor  Louis  Bredvold  also  I  wish 
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to  express  appreciation  for  his  continued  interest  in  this  work 
and  for  suggestions  in  the  final  revision  of  the  manuscript;  to 
Dr.  C.  N.  Wenger,  colleague  and  friend,  for  several  pertinent  and 
helpful  references;  and  to  Professor  Eugene  S.  McCartney  for 
his  help  in  preparing  the  manuscript  for  publication. 
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Part  I 

CONTROL  FACTORS  IN 
EXPRESSIONISM 


Ich  sage  euch:  man  muss  noch  Chaos  in  sich  haben,  um  einen  tanzenden 
Stern  gebaren  zu  konnen. 


—  Nietzsche,  Also  sprach  Zarathustra 


CHAPTER  I 

INTRODUCTION 

'J'HE  term  “  expressionism  ”  has  generally  been  used  as  loosely 
as  the  term  “  romanticism/’  and  the  same  confusion  has 
bfiset  both.  Paintings,  works  of  sculpture,  music  and  literature 
of  all  sorts  have  been  described  as  expressionistic.  Yet,  with  one 
or  two  exceptions,  critics  have  been  reluctant  to  make  a  broad 
scientific  study  of  either  the  theory  or  the  practice  of  expres¬ 
sionism.  Too  often  the  studies  of  the  subject  have  become  imag¬ 
inative  vagary,  or  incidental  comment  totally  lacking  in  gen¬ 
eralizations  which  could  be  accepted  as  safe  guides  in  such  a 
study  as  I  propose  to  make. 

The  aesthetic  doctrines  professed  by  the  proponents  of  expres¬ 
sionism  are  most  noble.  Nevertheless  one  encounters  at  the 
outset  of  his  studies  the  noisy  confusion  made  by  both  the 
prophets  and  the  dilettantes  who  “  glauben  in  das  Nothorn  des 
Geistes  zu  stossen  und  blasen  nur  eine  Kinder-Trompete.” 1 
There  are  times  when  one  not  only  agrees  with  Dessoir  but  takes 
a  step  farther  with  Alfred  Kerr:  “  Liebe  Leute,  der  sogenannte 
Expressionismus,  das  versteht  sich  von  selber,  hat  nicht  aus- 
schliessendes  Recht:  aber  (unpathetisch)  ein  Recht.  Wie  meine 
Teuren,  auch  der  .  .  .  ich  will  mal  sagen:  Sublimismus  ein  Recht 
hat,  oder:  der  Klassizismus,  oder:  der  Kirchhofismus,  oder:  der 
Ichpfeifdraufismus.  Raum  fur  (fast)  alles  hat  die  Erde.”  2 
Yet  it  is  easy  to  laugh  at  any  movement,  to  be  indignant  or  to 
be  disgusted,  without  first  being  fair.  When  great  confusion 

1  Dessoir,  Max,  Vom  Jenseits  der  Seele,  p.  329. 

2  Kerr,  Alfred,  “  Dramen-Expressionismus,”  Die  neue  Rundschau, 
August,  1919. 
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attends  the  birth  of  a  movement,  be  it  in  art,  politics,  religion 
or  science,  the  world  usually  divides  itself  into  two  camps  which 
fight  under  the  principle  that  “  all  is  fair  in  war.”  The  birth  of 
expressionism  offered  no  exception  to  this  general  rule,  with  the 
result  that  the  student  of  the  movement  finds  himself  torn  almost 
to  pieces  by  the  centripetal  attraction  of  the  proponents  and  the 
centrifugal  force  of  the  opponents.  In  addition,  there  is  within 
the  movement  itself  the  polaric  differences  indicated  by  Dessoir: 
to  wit,  the  great  gulf  between  that  which  expressionism  desires 
to  do  and  that  which  is  actually  accomplished.  We  are  thus 
given  a  warning:  any  attempt  to  define  expressionism  by  practice 
alone,  or  by  theory  alone,  will  not  tell  the  whole  story,  for  in 
neither  case  will  the  evidence  be  complete. 

The  method  in  this  work  will  be  synthetic  in  the  endeavor  to 
discover  norms  for  the  study  of  dramas.  It  will  be  expedient  first 
to  give  a  little  information  regarding  the  history  of  the  term 
and  the  movement,  and  to  sketch  in  very  lightly  the  intellectual 
and  social  background.  Then  we  shall  be  prepared  to  discuss 
expressionism  in  painting  and  literature  before  proceeding  to  the 
synthetic  study  itself. 

HISTORY  OF  THE  TERM 

The  term  “  expressionism  ”  was  first  applied  to  works  of  art, 
primarily  to  painting.  Kuhn,  in  declaring  that  the  year  1910 
marks  the  birth  of  the  movement,  implies  that  we  need  search 
no  farther  for  the  origin  of  expressionism  and  the  use  of  the 
term.  In  1910,  he  says,  Picasso  was  painting,  futurists  were 
appearing  in  Italy  and  the  two  magazines  Aktion  and  Sturm 
were  born.  Kuhn  puts  especial  emphasis  on  Picasso  and  Kan¬ 
dinsky,  two  expressionistic  painters:  “  1910  als  Picasso  es  wagte, 
den  Geist  selbst,  das  Gesetz,  das  Ewige,  kristallinisches  Wachsen 
aus  innerem  Zentrum  zu  malen,  damals  begann  die  Revolution. 
Als  Kandinsky  die  Seele  malte,  die  Landschaft  des  Ewigen,  das 
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Sein  des  Wertes,  da  begannen  Sehende  zu  ahnen,  dass  eine  neue 
Zeit  beganne,  eine  Zeit  in  der  der  Menseh  erwacht. 

“  Das  unendliche  Ich  erstand! 

“  Das  unendliche  Ich  lohte  empor,  rasend,  berstend,  die  Him- 
mel  erfassend,  leuchtende  Fackel.”  3 4 

Yet  Kuhn  focusses  our  attention  on  what  he  chooses  to  call 
the  beginnings  of  the  movement,  and  leaves  us  rather  ignorant 
of  the  term  itself.  He  is  also  too  patently  a  protagonist  to  bother 
with  dates  and  sound  evidence.  Fritz  Knapp  offers  us  more 
usable  information  when  he  declares  that  the  word  “  expression¬ 
ism  ”  was  coined  at  an  exhibition  of  Matisse’s  works  in  France 
in  the  year  1901. 4  It  is,  however,  from  that  literary  encyclope¬ 
dist,  Soergel,  that  we  obtain  the  most  pertinent  material: 

Man  hat  sich  gewohnt,  unter  Expressionismus  einen  Sammelbegriff  fur 
alle  die  jungen  Krafte  zu  verstehen,  die  zwischen  1910  und  1920  sich 
durchzusetzen  suchten.  In  Wirklichkeit  ist  das  Wort  zunachst  nur  Aus- 
druck  eines  kiinstlerischen  Stilwillens.  Schon  1901  gebraucht  es  der  fran- 
zosische  Maler  Julien-August  Herve  fur  eine  Zyklus  seiner  Bilder.  Matisse 
wendet  es  oft  an;  der  Kritiker  des  Gil  Bias,  de  Vauxcelles,  macht  die 
Offentlichkeit  in  Frankreich  mit  dem  Worte  bekannt.  Es  ist  nicht  un- 
moglich,  dass  das  neue  Schlagwort  zugleich  auch  in  andern  Landern  auf- 
tauchte;  forderte  doch  das  Losungswort  der  jiingsten  Vergangenheit,  Im- 
pressionismus,  zu  der  Gegenlosung  Expressionismus  geradezu  heraus.  Wie 
denn  auch  Diiubler  erzahlt,  Paul  Cassirer  habe  es  ‘  einmal  im  Wortgefecht 
hingeworfen.  Es  heisst,  man  habe  bei  einer  Jurysitzung  der  Berliner  Se¬ 
cession,  wahrscheinlich  vor  einem  Bild  von  Pechstein,  gefragt :  Ist  das  noch 
Impressionismus?  Worauf  die  Antwort:  Nein,  aber  Expressionismus!’ 
Wie  dem  auch  sei,  die  wir  heute  kurz  als  Expressionisten  bezeichnen, 
nannten  sich  einst  nicht  so  oder  wollten  nur  sich  so  genannt  wissen,  nicht 
aber  die  Nebengruppe  im  eigenen  Lager,  nannten  sich  Neopathetiker  — 
lange  schon,  ehe  Hans  Ehrenbaum-Degele,  Robert  R.  Schmidt  und  Paul 
Zech  seit  1913  die  lyrische  Zeitschrift  Das  neue  Pathos  herausgaben — , 
nannten  sich  Abstrakten,  Aeternisten,  Futuristen,  Aktivisten,  Sturm- 
kiinstler.  Aber  alle  diese  Richtungen  lassen  sich  in  zwei  Hauptrichtungen 
einordnen:  in  die  Expressionisten  im  engeren  Sinne  und  die  Aktivisten, 
in  denen  das  Kunstwerk  bei  aller  Einfiigung  der  Kunst  in  die  Aufgaben 

3  Kiihn,  Herbert,  “  Das  Wesen  der  neuen  Lyrik,”  Die  neue  Schaubuhne , 
December  1,  1919,  p.  368. 

4  Knapp,  Fritz,  “  Impressionismus  und  Expressionismus,”  Neue  Jahr- 
bucher  fur  Wissenschaft  und  Jugendbildung,  Vol.  I,  1925,  p.  522. 
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des  Lebens  einen  Sonderwert  behalt,  und  die,  denen  das  Werk  nur  ein 
Mittel  des  Wirkens  ist,  das  zu  jeder  Zeit  mit  einem  wirksameren  zu  vertau- 
schen  ware.  Hier  Politikgliiubige,  dort  Kunstglaubige,  hier  mehr  Tatige, 
dort  mehr  Beschauliche,  hier  Dichter,  dort  solche,  denen  das  Wort  ‘  Literat  ’ 
das  schonste  Ehrenwort  ist.5 

In  painting,  at  least,  the  word  “  expressionism  ”  was  already 
in  use  by  1901,  and  the  critic  de  Vauxcelles  gave  further  currency 
to  the  term  in  France.  The  use  of  the  term  in  Germany,  how¬ 
ever,  is  decidedly  recent;  in  fact,  it  came  more  like  an  after¬ 
thought  to  qualify  a  movement  in  full  swing.  Soergel  points  out 
that  there  are  expressionistic  tendencies  in  the  works  of  German 
writers  during  at  least  a  score  of  years  previous  to  1910,  and  in 
some  wrorks  just  preceding  the  decade  1910-20  there  is  almost 
full-fledged  expressionism.  The  majority  of  critics  also  agree 
that  Sorge’s  Der  Bettler  6  and  Hasenclever’s  Der  Sohn  7  are  two 
wholly  expressionistic  works  that  gave  dynamic  impetus  to  the 
movement  in  drama.  Yet  Binding  assures  us  that  the  word 
“  expressionism  ”  was  not  applied  to  literature  before  1915.®  A 
bibliographical  study  also  gives  further  evidence  that  in  Ger¬ 
many,  at  least,  the  term  was  rarely  if  ever  used  in  titles  of 
articles  on  painting  before  1913,  and  of  articles  on  literature 
before  1916. 

The  history  of  the  term  “  expressionism  ”  is  enlightening  only 
as  it  limits  our  field  of  inquiry.  It  is  clear  that  the  term  has 
generally  been  loosely  applied  to  the  literature  produced  by  the 
young  German  writers  of  the  decade  1910-20,  irrespective  of 
the  nature  of  their  works,  and  to  the  paintings  of  various  Eu¬ 
ropean  artists  active  from  1901  to  date.  It  is  also  evident  that 
limitations  on  the  use  of  the  term  could  scarely  occur  until  close 
to  the  end  of  the  stormy  decade.  Consequently,  we  ought  not 

5  Soergel,  Alfred,  Dichtung  und  Dichter  der  Zeit,  p.  357. 

6  Written  1910,  produced  1912. 

7  Written  1914,  published  1916. 

8  Binding,  R.  G.,  “  Allgemeiner  und  dichterischer  Expressionismus,” 
Faust,  November,  1921,  p.  5. 
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to  put  too  much  trust  in  the  critical  literature  that  appeared 
when  the  term  first  became  current,  that  is,  in  1916  and  1917. 
It  is  not  that  we  can  ignore  this  early  literature  with  all  its  glow 
of  praise,  or  its  bellowing  of  anger  and  disgust,  but  rather  that 
we  must  work  through  this  material  to  the  calm  of  later  criticism 
that  has  some  distance  between  itself  and  the  movement.  Ob¬ 
viously  enough,  this  distance  cannot  be  very  great  when  the 
dates  of  the  movement  are  put  at  1910-20;  but  the  criticism 
written  since  1920  ought  to  reveal  more  balance,  certainly,  than 
the  earlier  documents. 

GENERAL  BACKGROUND 

While  it  is  not  possible  within  the  limits  of  this  study  to  give 
definitive  treatment  to  the  background  of  expressionism,  it  seems 
nevertheless  desirable  that  we  take  at  least  a  fleeting  glance  at 
the  so-called  foundations  of  the  movement.  It  is  not  at  all  rare, 
for  instance,  for  a  critic  of  the  movement  to  include  within  the 
range  of  expressionism  all  the  works  of  genius  not  only  from 
our  own  Western  World  but  even  from  the  Classical  World.  The 
Greek  dramatists,  Shakespeare,  Goethe  and  many  other  notables 
have  been  gathered  in  the  forum  of  expressionism.  This  is 
rather  loose  talk,  especially  when  Classical  and  Western  are 
mingled  in  the  same  breath.  It  is,  however,  significant  in  that 
it  indicates  a  broad  cultural  sweep  and  not  a  tiny  aesthetic 
program. 

In  this  background  Gothicism  is  also  stressed  as  one  of  the 
most  noble  forebears  of  this  modern  movement.  The  masterful 
Gothic  spire  of  a  Chartres  points  everlastingly  the  way  toward 
the  infinite  with  a  loftiness  that  sets  it  apart  from  all  other 
styles  of  architecture.  Such  a  spire  is  a  “  metaphysics  crys¬ 
tallized  in  stone,”  according  to  one  figure  of  speech,  and  “  frozen 
music,”  according  to  another.  Gothicism  represents  the  soul  of 
mankind  striving  toward  the  absolute,  struggling  to  realize  its 
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oneness  with  the  all,  conscious  of  its  high  destiny.  Even  the 
grotesques  in  Gothic  art  bring  one  close  to  expressionism;  the 
artists  have  turned  away  from  observed  reality  and  have  em¬ 
ployed  a  principle  of  distortion.9 

In  literature  the  period  of  Sturm  und  Drang  is  given  as  the 
finest  example  of  a  movement  very  much  like  the  modern  one; 
and  the  subsequent  rise  of  romanticism  offers  opportunities  for 
drawing  parallels  to  expressionism  and  its  possibilities.  In  both 
ideals  and  practice  these  early  movements  are  said  to  have  much 
in  common  with  the  modern  school. 

In  philosophy  Nietzsche’s  individualism  caught  the  entire 
youth  of  Germany.  Furthermore,  Bergson’s  intuitive  philosophy, 
Husserl’s  phenomenology,  the  Einjuhlung  theory  of  Lipps  and 
its  expansion  by  Worringer,  the  Als-Ob  philosophy  of  Yaihinger, 
the  philosophy  of  the  unconscious  by  Hartmann,  and  the  scien¬ 
tific  studies  of  the  unconscious  by  Freud,  all  these  have  pointed 
the  way  toward  a  new  concept  and  a  new  expression  of  reality 
in  art.10 

Added  to  all  this  we  have  the  steady  trend  of  mechanization 
in  our  civilization  that  gave  increased  impetus  to  the  search  for 
spiritual  values.  Science,  political  life  and  art  bade  one  think 
materialistically,  and  left  little  room  for  considerations  of  the 
soul’s  world.  Scholarly  criticism  of  the  Bible  destroyed  the 
authority  of  the  church,  and  also  relegated  to  categories  of  super¬ 
stition  and  ignorance  much  that  had  been  previously  linked  with 
values  of  mysticism  and  with  spirituality  in  religion.  Likewise, 
a  comparative  study  of  religions  led  many  to  discard  religion 
without  looking  for  new  values  in  religious  experience.  The 
theory  of  evolution  was  also  part  of  the  combination  that  planted 

9  See  below,  pp.  15-18. 

10  For  a  detailed  study  of  background  material  see  Soergel,  Dichtung 
und  Dichter  der  Zeit,  pp.  383-^00  et  alibi;  Bachmann,  Frieda,  “  Die  Theorie, 
die  historische  Beziehungen  und  die  Eigenart  des  Expressionismus,”  The 
Germanic  Review,  July,  1927,  pp.  229-244. 
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man  in  earth-stuff  and  convinced  him  that  he  was  almost  en¬ 
tirely,  if  not  completely,  dust.11  Psychology  threaded  its  way 
along  the  highways  and  byways  of  the  nerves  and  placed  all 
spiritual  values  on  the  level  of  traffic  problems  in  the  nerve- 
system.  Chemistry  counted,  weighed  and  differentiated  atoms; 
and  it  continually  preached  the  finality  of  matter  as  evidenced 
by  the  atom.  Then  physics  built  a  world  within  the  atom  with 
renewed  emphasis  on  energy  and  matter,  but  with  no  concept 
whatsoever  of  spirituality.  Political  life  sought  expression  in  a 
low  order  of  socialism  and  stressed  material  welfare.  Literature 
and  painting  desired  only  to  reproduce  observed  reality  as 
exactly  as  possible.  Indeed,  it  would  seem  that  in  nearly  all 
realms  of  thought  and  endeavor  naturalism  held  sway,  and  its 
consequent  mechanization  of  all  values  allowed  no  play  of  the 
spirit.12 

Thus  far  it  seems  that  no  critic  has  pointed  to  Spengler’s  Der 
Untergang  des  Abendlandes  as  a  source  book  for  the  background 
of  expressionism.  Irrespective  of  the  validity  of  Spengler’s  his¬ 
torical  thesis,  the  book  is  of  the  utmost  importance  for  the  cor¬ 
relation  of  expressionism  with  its  artistic  antecedents,  especially 
Gothicism  and  Romanticism.  Moreover,  though  Spengler  seems 
to  be  unconscious  of  expressionism  as  a  literary  movement,  or 
else  thoroughly  disgusted  with  it,13  he  offers  more  opportunity 
for  the  interpretation  of  expressionism  than  any  other  work:  to 
wit,  the  recurrence  of  the  “  Faustian  concept  ”  as  a  necessity 
and  not  as  a  program;  the  advent  of  the  “  second  religiousness  ”; 
the  paradox  of  the  esoteric  “  Faustian  Ego  ”  commingled  with 
the  “  Magian  We  ”  in  the  socialistic  tendencies  of  expressionism. 
In  our  present  study  of  systematization  we  shall  have  to  put 

11  Note  G.  B.  Shaw’s  treatment  of  the  subject  in  the  preface  to  Back 
to  Methuselah. 

12  See  Soergel,  note  10  of  this  chapter;  Lemke,  Ernst,  Die  Hauptrich- 
tungen  in  deutschen  Geistesleben. 

13  See  I,  376;  II,  122  (English  translation  I,  294;  II,  103). 
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aside  the  interpretation  of  expressionism.  Spengler’s  book,  how¬ 
ever,  must  be  recommended  both  as  an  aid  and  as  a  challenge  to 
the  understanding  of  this  modern  movement. 

A  study  of  the  background  material  of  expressionism,  as  pre¬ 
sented  by  the  critics  of  the  movement,  leads  one  to  the  very 
commonplace  observation  that  every  movement  is  well  rooted 
in  the  past,  that,  even,'  new  movement  is  a  reiterated  emphasis, 
with  increased  facility  in  terminology,  on  something  that  has 
occupied  the  minds  of  men  again  and  again  throughout  the  ages.14 
The  past  always  yields  its  influence:  that  which  favors  a  new 
movement  directly  by  its  similarities  is  accepted  wholeheartedly 
and  offered  as  evidence  that  the  past-  has  not  been  wholly  lack¬ 
ing  in  wisdom;  whatsoever  stands  in  opposition  lends  its  service 
by  placing  greater  emphasis  through  contrast  on  the  ideals  of 
the  new  movement.  The  result  is  that  one  becomes  wary  and 
cautious  enough  to  indicate  that  at  most  a  new  movement  cannot 
be  more  than  a  new  permutation  of  old  forces,  with  a  different 
placement  of  emphasis. 

One  should  not  be  surprised,  therefore,  when  some  critics  de¬ 
clare  that  there  is  nothing  new  about  the  “  new  movement,” 
except  the  name!  This  book,  however,  has  no  great  concern 
for  the  validity  of  expressionism,  even  though  that  validity  be 
no  more  than  a  new  patch  on  an  old  garment.  The  movement 
in  literature  and  in  the  arts  in  Germany  between  1910  and  1920 
is  called  “  expressionistic.”  I  propose  to  systematize  the  critical 
literature  concerned  with  this  period  in  order  that  I  may  estab¬ 
lish  norms  and  determine  the  character  of  Strindberg’s  dramatic 
expressionism. 

14  According  to  Spengler,  if  a  new  movement  is  an  historical  phenome¬ 
non  it  must  come  as  a  necessity  in  cultural  growth,  even  as  the  romantic 
idealism  of  a  youth  may  often  be  coupled  with  his  adolescence. 


CHAPTER  II 

EXPRESSIONISM  IN  PAINTING 


^  RITICS  of  expressionism  often  discuss  the  movement  without 
reference  to  any  particular  field  of  art.  Yet  it  is  a  generally 
accepted  fact  that  expressionism  in  painting  exerted  an  immediate 
influence  on  the  later  movement  in  literature.  At  least,  the 
theory  in  painting  was  consumed  and  digested  by  the  protag¬ 
onists  of  the  literary  movement,  for  the  theory  in  literature  is 
too  similar  to  that  of  painting  to  be  the  result  of  accident.  A 
synthetic  study  of  the  critics  of  the  literary  movement,  therefore, 
depends  somewhat  on  an  understanding  of  the  concepts  of  the 
movement  in  painting. 

Of  the  works  examined,  Marzynski 1  and  Pfister  2  seem  the 
most  valuable  for  our  study.  The  former,  while  very  sympa¬ 
thetic  to  the  movement,  presents  his  material  critically,  without 
fervent  pleas  for  faith  in  that  which  is  beyond  comprehension. 
Marzynski  offers  the  further  advantage  of  carefully  outlined 
material  regarding  both  the  theory  of  expressionism  and  its 
method.  Pfister,  on  the  other  hand,  is  primarily  interested  in 
psychoanalysis,  but  he  has  a  rare  degree  of  intellectual  honesty 
that  forbids  him  consciously  to  warp  evidence  to  his  favor.  He 
steps  aside  as  psychoanalyst  long  enough  to  investigate  the  valid¬ 
ity  of  expressionistic  aesthetics.  It  is  our  firm  conviction  that  the 
studies  of  both  Marzynski  and  Pfister  are  inclusive  enough  to  pre¬ 
sent  a  fairly  complete  picture  of  expressionism  in  painting. 

1  Marzynski,  Georg,  Die  Methode  des  Expressionismus. 

2  Pfister,  Oskar,  Expressionism  in  Art,  Its  Psychological  and  Biological 
Basis. 
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MARZYNSKI  ON  EXPRESSIONISM 

Marzynski’s  book  on  expressionism  is  concerned  with  two 
phases  of  the  study,  theory  and  method.  By  way  of  introduc¬ 
tion,  the  author  tells  us  that  expressionistic  art  is  the  first  that 
has  ever  turned  its  back  definitely  on  observed  reality.  Art 
ceases  to  imitate  either  observed  or  imagined  reality  and  discards 
entirely  that  type  of  reality  that  comes  through  the  physical 
observation  of  the  eye.  Obviously,  it  is  this  factor  that  forms 
the  basis  for  all  the  difficulties  of  comprehending  expressionistic 
painting;  what  is  on  the  canvas  cannot  be  compared  with  any¬ 
thing  that  can  be  observed  in  nature.  The  new  art  imposes  on 
the  critics  the  necessity  of  establishing  new  criteria  which  con¬ 
sider  new  aesthetic  values.  Therefore  it  is  essential  that  we  first 
turn  to  the  philosophical  concept  of  this  new  art  if  we  are  to 
comprehend  the  method.3 

The  first  step  in  philosophy  is  to  turn  from  the  view  of  uni¬ 
verse  and  self  as  two  separate  entities  associated  more  or  less 
by  chance.  In  such  a  view  the  ego  is  merely  one  among  many 
objects  all  of  which  make  up  the  concept  universe.  The  subject 
is  given  a  false  valuation,  an  ego-centrism  in  which  all  inner 
qualifications  are  lacking.  It  is  the  conquest  of  this  point  of 
view  that  marks  the  beginning  of  philosophizing  and  the  end  of 
philosophical  naivete. 

For  the  expressionist,  the  ego  is  the  essential  part  of  our  world, 
is  indeed  the  heart  of  its  reality.  The  two  are  inseparable  and 
an  ego  without  the  universe  is  nothing.  Conversely,  the  universe 
exists  only  as  a  world  of  projected  ego.  Subject  and  object  are 
handy  tools  for  the  differentiation  of  ego  and  universe,  but  the 
two  are  actually  one  thing.  It  is  my  ego  and  my  world  which 
flow  together  in  the  unity  of  the  supersubjective  individual. 

3  We  are  following  Marzynski  throughout  and  not  attempting  either 
to  refute  or  defend  his  statements.  See  the  third  paragraph  in  the  Fore¬ 
word  to  this  book. 
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Preexpressionistic  art  was  concerned  with  the  reproduction 
of  the  object,  and  emphasis  was  placed  on  the  sublimation  of 
the  object.  In  expressionism,  however,  with  its  concept  of  the 
supersubjective  individual  in  whom  ego  and  universe  are  united 
in  flux,  the  artist  turns  from  the  object  as  completely  as  possible. 
Observed  reality  is  a  condition  for  experience,  but  the  objective 
material  that  the  artist  presents  on  the  canvas  is  only  a  bridge 
over  which  aesthetic  excitement  passes.  Complete  emphasis  is 
shifted  from  the  object  to  the  subject,  and  the  sublimation  of 
the  subject  becomes  the  aim  of  the  expressionist.  The  subject 
must  always  occupy  the  central  position,  irrespective  of  what 
happens  to  the  object. 

Before  expressionism,  emphasis  on  the  object  was  so  decided 
and  complete  that  the  subject  was  left  weak  and  inconsequential. 
It  is  the  subject  that  now  must  be  reclaimed  and  given  primary 
position,  for  world  and  ego  flow  together  in  the  supersubjective 
individual. 

It  is  evident  that  expressionistic  art  can  by  no  means  be  com¬ 
pared  with  a  field  of  knowledge  like  science,  since  the  latter  is 
concerned  primarily  with  the  object.  Rather,  this  art  must  be 
viewed  in  a  plane  parallel  to  the  planes  of  religion  and  mysticism, 
if  one  is  fully  to  comprehend  its  subjective  nature.  It  is  more 
comparable  to  a  specific  sort  of  knowledge,  a  cognition  whose 
method  is  the  enlargement  of  the  subjective. 

This  cognition  is  Einjuhlung .  The  common  concept  of  Ein¬ 
juhlung  offers  for  definition  simply  a  projection  of  the  ego  in  a 
foreign  form.  This  definition  of  the  term,  however,  sets  too 
narrow  limits  on  the  concept.  Einjuhlung,  in  the  broader  sense, 
is  really  a  cumulative  process:  “.  .  .  sich  einfiihlen  in  einen 
Menschen,  in  ein  Kunstwerk,  bedeutet  eine  Umschichtung  der 
Elemente,  eine  Lockerung  der  individuell  erstarrten  Komplika- 
tion,  eine  Verfliissigung  und  Verbreiterung  des  Lebens,  die  Res¬ 
titution  von  Moglichkeiten,  die  im  Verlauf  der  individuellen 
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Entwicklung  aufgegeben  werden  mussten.  Einfiihlung  bringt  im 
gewissen  Sinne  Ausweitung  und  Bereicherung,  weil  die  indi- 
viduelle  Personlichkeit  ihre  Individualitat  und  ihre  Festigkeit  nur 
erlangen  kann  durch  einen  Prozess  fortschreitender  Verarmung 
und  Erstarrung.”  4  Einfiihlung  thus  becomes  the  experiencing 
of  the  flow  of  ego  and  world  into  the  unity  of  the  supersubjective 
individual.  It  is  not  bound  to  the  narrow  limits  of  feeling  one¬ 
self  into  a  foreign  form,  but  is  rather  the  integration  of  ego  and 
the  foreign  form  into  a  cosmic  unity  of  both. 

In  concluding  his  discussion  of  the  metaphysics  of  expression¬ 
ism,  Marzynski  repeats  the  outstanding  points  of  his  analysis. 
Subject  and  object,  a  duality,  remain  fast  in  an  inseparable 
union,  though  each  as  a  separate  concept  is  necessary  for  the 
existence  of  the  other.  Formerly,  art  aligned  itself  on  the  side  of 
the  object;  expressionism,  however,  belongs  to  the  subject,  and 
its  work  is  the  objectification  of  the  subject.  It  is  a  form  of  art 
that  is  comparable  to  that  kind  of  cognition  that  is  termed 
Einfiihlung. 

Marzynski  treats  of  the  method  of  expressionism  more  com¬ 
pletely  than  the  metaphysics.  In  this  study  he  presents  two 
phases  that  deserve  emphasis  beyond  all  others:  art  as  optical 
counterpoint,  and  the  principle  of  distortion. 

One  cannot  read  far  into  critical  works  on  expressionism, 
whether  in  painting  or  in  literature,  without  encountering  again 
'and  again  the  statement  that  expressionism  is  trying  to  realize 
in  other  arts  what  is  so  fully  accomplished  in  music,  the  sublima¬ 
tion  of  the  subject.  Marzynski  tells  us  that  expressionistic  art, 
at  least  in  its  radical  form,  is  a  kind  of  optical  counterpoint. 
The  artist  attempts  to  build  up  a  work  of  art  abstractly  out  of 
colors  and  patterns.  This  naturally  entails  the  complete  separa¬ 
tion  of  the  art-form  from  observed  reality  in  nature.  The  ma¬ 
jority  of  expressionistic  painters  recognize  that  music  is  the 

4  Marzynski,  Expressionismus,  p.  34. 
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purest  of  autonomous  arts,  the  only  completely  expressionistic 
art;  but  they  realize  that  optical  music  has  a  limited  outlook. 
The  result  is  that  the  separation  of  the  art-form  from  the  object 
in  nature  is  not  expected  to  be  complete,  nor  do  many  painters 
attempt  it  in  practice.  A  glance  at  pictures  of  the  abstract  type, 
characterized  as  optical  music,  verifies  the  statement  that  the 
limits  are  exceedingly  narrow.  Marzynski  offers  Fernand  Leger’s 
Formenvariation  5  as  an  example  of  this  type  of  painting.  Such 
works  illustrate  clearly  that  variation  in  line  and  form,  with 
complete  absence  of  forms  comparable  to  observed  or  imagined 
reality  in  nature,  is  decidedly  limited. 

The  element  of  distortion  accounts  for  much  that  occurs  in 
expressionistic  art.  It  is  not  that  the  artist  arbitrarily  decides 
on  distortion;  it  is  not  simply  mutilation  of  the  object.  His 
very  concept  of  art,  his  insistence  on  the  sublimation  of  the  sub¬ 
ject,  compels  the  artist  to  distort  the  object.  It  is  inescapable 
that  the  artist  should  become  oblivious  to  a  faithful  representa¬ 
tion  of  the  object. 

In  the  first  place,  distortion  is  the  result  of  the  attempt  to  paint 
the  whole  psychic  experience,  to  paint  all  the  associations  that 
the  ego  may  acquire  in  its  relation  to  an  object.  The  object  is 
only  a  means  to  an  end,  and  is  so  lacking  in  importance  that  an 
accurate  reproduction  of  it  becomes  positively  an  impediment  to 
the  expression  of  the  subject.  The  object  is  essentially  nothing 
more  than  a  medium  for  the  expression  of  the  psychic  complex. 
Form  and  color  are  therefore  inconsequential  and  may  be  dis¬ 
torted,  really  must  be  distorted,  according  to  the  dictates  of  the 
psychic  complex.  Distortion  is  thus  a  psychological  trick;  the 
objective  side  of  experience  is  cast  away  entirely,  as  in  optical 
music,  or  is  warped,  in  order  that  the  subjective  side  may  gain. 

5  Ibid.,  Plate  5.  For  pictures  of  this  type  see  also  Pablo  Picasso’s 
Violinspielerin  and  Der  Dichter  in  Klippers’  book  Der  Kubismus,  Plates 
16  and  17 ;  also  Rudolf  Bauer’s  Zeichnung  and  Oswald  Herzog’s  Revolution 
in  Brandt’s  book  Sehen  und  Erkennen,  pp.  420-421. 
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Again,  distortion  occupies  such  a  predominant  position  because 
reality  after  all  is  such  an  indeterminable  factor  that  accurate 
reproduction  or  faithful  representation  is  not  simply  rare,  but  is 
actually  not  possible.  Observation  gives  various  results  accord¬ 
ing  to  factors  operating  on  the  object  observed  and  the  observer. 
Conditions  of  light,  distance  and  atmosphere  will  occasion  in  the 
observer  a  process  of  distortion,  and  this  distortion  is  carried 
even  farther  by  the  quality  of  attentiveness,  interest,  conscious¬ 
ness  and  all  other  physical  and  physiological  elements  that  enter 
into  the  perceptive  process.  Distortion  inevitably  conditions 
observed  reality,  and  emphasis  on  the  sublimation  of  the  object 
is  quite  futile  since  one  cannot  so  much  as  reproduce  what  ac¬ 
tually  qualifies  the  object.  This  futility  points  directly  toward 
the  subject,  that  which  experiences  the  object,  as  the  essential 
plane  for  artistic  activity.  The  consequential  distortion  of  the 
object  is  not  important  in  itself,  however,  for  all  reproductions 
of  objects  are  distortions. 

It  is  through  the  concept  of  distortion  that  we  discover  the 
unique  phase  of  expressionism,  the  selection  of  elements.  "In 
previous  schools  of  art  the  selection  of  elements  was  quite  me¬ 
chanical,  the  distortion  being  determined  immediately  by  the 
conditioning  elements  of  the  perceptive  process.  In  expression¬ 
ism,  however,  selection  becomes  individual,  and  once  the  select 
tion  is  determined  the  process  of  reproducing  the  elements  be¬ 
comes  mechanical.  Expressionism  refuses  to  accept  the  ensemble 
effect  of  distortion  on  the  object,  a  process  that  centers  attention 
on  the  objective  side;  but,  on  the  other  hand,  insists  on  deter¬ 
mining  which  of  the  experience-effects  from  the  object  are  to  be 
given  place.  Only  by  a  process  of  selectivity  from  the  psychic 
complex  can  the  artist  hope  to  give  more  complete  attention  to 
the  subject.  This  selectivity,  moreover,  is  not  made  from  dis¬ 
tortion-effects  of  the  object,  in  which  the  attention  is  focussed 
on  the  fact  of  distortion;  rather,  it  is  made  from  the  experi- 
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ence-effects  for  which  distortion  of  the  object  is  an  immediate 
condition. 

The  selection  of  elements  leads  further  to  a  consideration  of 
arrangement  in  space.  Since  the  image  of  nature  in  the  psychic 
complex  is  not  particularly  concerned  with  space,  nor  with  order 
in  space,  it  follows  that  the  mechanical  reproduction  of  the  image 
in  the  psychic  complex  will  give  no  heed  to  the  law  of  space  that 
conditions  observed  reality.  Consciousness  orders,  gives  ar¬ 
rangement  to,  the  disjunctive  parts  of  the  image-complex;  and, 
as  a  result,  the  emphasis  on  any  single  element  or  small  group 
of  elements  may  disappear.  Consequently,  a  whole  series  of  ele¬ 
ments  may  be  given  place  in  the  art-form  in  the  same  distorted 
spatial  arrangement  that  exists  in  the  psychic  complex.  This 
gives  rise  to  the  so-called  telegram-style  where  the  unity  in  va¬ 
riety  is  objectively  broken,  but  is  subjectively  maintained  by  the 
control  of  consciousness.6  It  is  obvious  that  this  form,  pushed  to 
such  an  extreme  that  it  would  more  and  more  remove  emphasis 
from  individual  elements,  would  lead  eventually  to  the  interfusion 
of  the  objective  elements.  This  interfusion  would  again  tend  to¬ 
ward  the  abstract  form  in  which  no  objects  of  observed  or  imag¬ 
ined  reality  could  play  a  part. 

In  his  conclusion  Marzynski  indicates  that  expressionism  has 
a  certain  kinship  to  romanticism  in  its  turning  away  from  ob¬ 
served  reality.  Actually,  however,  the  modern  movement  is 
wholly  non-romantic.7  The  romanticists  flee  to  a  better  world 
because  this  one  is  too  life-impoverished,  and  the  emphasis  is 
placed  on  a  dream  life  built  up  on  the  embellishment  of  the  ob¬ 
jective  world.  Expressionists,  on  the  contrary,  forsake  observed 

6  See  Marc  Chagall’s  Ich  und  das  Dor f  in  Marzynski,  Expressionismus, 
Plate  23;  and  in  Brandt,  Sehen  und  Erkennen,  p.  424. 

7  See,  however,  p.  9  above,  apropos  of  Spengler’s  Der  Enter  gang  des 
Abendlandes.  If  Romanticism  and  Expressionism  are  both  manifestations 
of  the  resurgent  “  Faustian  idea  ”  of  Gothicism,  the  kinship  of  the  two 
movements  is  fundamental  and  the  differences  are  only  superficial. 
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reality  not  because  it  is  too  impoverished,  too  monotonous,  but 
rather  because  it  is  simply  naturally  objective,  instead  of  artis¬ 
tically  subjective.  Again,  for  the  romanticist  art  is  a  more  in¬ 
tense  natural  life;  the  expressionist,  on  the  other  hand,  desires 
to  reshape  reality  until  the  art-form  emerges  from  the  nature- 
form. 

Marzynski’s  book  tells  us  that  in  theory  expressionism  is  point¬ 
ing  wholly  to  the  subjective  side  of  life.  The  expressionist 
understands  that  object  and  subject  are  after  all  essentially  insep¬ 
arable,  but  he  wishes  to  remove  the  old  emphasis  on  the  object 
in  order  to  give  the  subject  more  play.  As  the  musician  trans¬ 
mutes  experience  into  tone  combinations  and  qualities,  without 
pointing  to  the  objective  experience  itself,  so  the -expressionist 
would  put  on  canvas  his  experiences  transmuted  into  color  and 
form  without  betraying  the  stimulating  object.  The  artist  points 
to  the  sublimation  of  the  subjective  as  the  key  to  whatsoever 
reality  exists  in  this  subject-object  world  of  ours. 

With  regard  to  method,  the  concept  of  distortion  plays  by  far 
the  most  important  part;  at  any  rate,  it  is  the  most  significant 
element  in  contributing  to  one’s  comprehension  of  what  the  artist 
is  trying  to  do,  whether  or  not  one  actually  appreciates  the  art- 
product.  It  would  be  more  enlightening  for  us  if  Marzynski  had 
made  comparisons  between  expressionism  and  other  forms  of 
art  that  have  been  governed  by  distortion:  for  instance,  Egyptian 
standardization  of  primitive  forms;  Gothic  grotesques;  the  va¬ 
rious  forms  of  caricature,  including  everything  from  paintings 
of  renown  to  modern  newspaper  and  magazine  products;  and 
also  the  method  of  perspective  which  is  distortion  to  gain  three- 
dimensionality  on  the  canvas.  Yet  it  is  quite  clear  from  Mar¬ 
zynski’s  treatment  of  the  subject  that  the  stress  on  distortion  is 
a  conditioning  factor  of  the  sublimation  of  the  subject  in  ex¬ 
pressionism.  It  is  equally  important  for  its  emphasis  on  the 
part  played  by  the  psychic  complex.  The  principle  of  distortion 
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illustrates  very  well  that  the  artist  is  not  painting  the  observed 
object,  but  actually  his  own  psychic  complex! 

PFISTER  ON  EXPRESSIONISM 

The  judgment  of  the  psychologist,  and  more  especially  the 
psychoanalyst,  is  clearly  in  demand  when  one  faces  an  art  so 
involved  with  the  psychic  complex.  Dr.  Pfister  has  already 
filled  the  roles  of  both  psychologist  and  psychoanalyst  in  his 
study  of  expressionism. 

Pfister’s  book  is  divided  into  two  parts.  The  first  part,  fully 
two  thirds  of  the  book,  is  devoted  almost  exclusively  to  the  re¬ 
sults  of  psychoanalysis  applied  to  a  John  Doe  character,  called 
Jose  in  the  book,  and  his  expressionistic  pictures.  This  part  of 
the  book  is  obviously  of  more  interest  to  the  student  of  psychology 
than  to  the  student  of  art.  The  last  third  of  the  book,  however, 
is  concerned  with  “  The  Psychological  and  Biological  Background 
of  Expressionism  ”  and  forms  an  excellent  complement  to  the 
material  already  covered  in  Marzynski’s  book. 

The  final  judgment  of  the  psychoanalyst  is  early  found  in 
several  sentences.  “  It  is  the  old  story;  the  neurotically-bound 
must  put  his  own  hating  and  loving,  his  own  disruption  or  weak¬ 
ness  into  other  people,  even  into  the  universe  itself.  This  finds 
expression  in  the  fact  that  he  links  on  to  any  other  persons  he 
chooses,  uncritically,  the  historical  features  of  images  which 
haunt  him.  Thus  the  subjective  artist,  and  to  a  certain  degree 
every  artist  must  be  subjective,  creates  the  world  according  to 
his  own  image.”  8  While  he  has  respect  for  certain  lofty  charac¬ 
teristics  of  expressionism,  Pfister  is  nevertheless  convinced  that 
expressionistic  practice  in  painting  has  “  floundered  into  intro¬ 
version.”  This  conviction  seems  to  be  so  strongly  rooted  in 
Pfister  that  the  reader  at  first  suspects  the  psychoanalyst  of 
having  begun  his  thesis  with  preestablished  conclusions  and  of 

8  Pfister,  op.  cit.,  p.  50. 
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picking  his  evidence  to  favor  his  thesis.  Further  reading,  how¬ 
ever.  convinces  one  of  the  fairness  with  which  Paster  oners  and 
uses  evidence.5 

In  discussing  the  aims  of  expressionism.  Poster  shows  himself 
essentially  in  accord  with  the  views  of  other  critics.  The  ex¬ 
pressionist.  he  says,  “  objects  to  the  low  level  of  the  photog¬ 
rapher's  camera,  reproducing  natural  colours.  The  expressionist 
wants  to  reproduce  the  intrinsic  meaning  of  things,  their  soul- 
substance.  But  this  grasping  of  the  intrinsic,  i.e.  the  only  genuine 
reality,  is  not  done  through  an  intellectual  study  of  the  external 
world  ...  no!  the  creating  mind  feels  itself  as  the  measure  of 
things,  because  the  world  is  nothing  but  self -development  of 
Mini  The  subjective  idealism  of  a  Berkeley,  of  a  Fichte,  of  a 
Schuppe  reappears  in  Expressionism,  not  as  the  result  of  a 
keen  critique  of  knowledge,  but  as  an  immediate  artistic 
experience.  .  .  .  The  expressionist  creates  out  of  the  depths  of 
things,  because  he  knows  himself  to  be  in  those  depths.  To 
paint  out  of  himself  and  to  paint  himself  means  to  reproduce 
the  intrinsic  nature  of  things,  the  Absolute.  The  artist  creates  as 
God  creates,  out  of  his  own  inner  Self,  and  in  his  own  likeness.'’ 10 

Here,  as  P Aster  tells  us.  not  only  the  subjective  side  of  expres¬ 
sionism  is  emphasized,  but,  most  strikingly,  the  desire  of  the 
artist  to  depict  his  own  psychical  states.  More  than  this,  the 
artist  so  limits  himself  to  the  limning  of  his  psychical  complexes, 
and  so  insists  on  the  limitation,  that  his  world  becomes  an  in¬ 
dividual  cosmos  of  uncritical  reactions  to  experience.  Marzynski. 
speaking  from  the  platform  of  theory,  would  probably  insist  that 
the  expressionist  does  not  become  so  completely  engulfed  within 
himself  since  he  admits  the  subject-object  inseparable  duality 
of  the  world  and  ego;  and  he  would  explain  that  the  artist  goes 

1  Naturally.  PSster  is  not  entirely  without  bias,  but  he  is  pleasingly  free 
from  that  kind  of  partiality  that  permits  the  indiscriminate  use  of  evidence. 

10  Paster,  op.  cit.,  pp.  1*9-190. 
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to  extremes  in  practice  because  he  is  making  a  special  plea  for 
emphasis  on  the  subject  in  order  to  counteract  the  former  ex¬ 
clusive  catering  to  the  object.  Pfister  would  indicate  that  theory 
and  practice  should  not  be  so  completely  divorced;  and  he  could 
well  point  to  expressionistic  practice  in  which  the  subject  is  not 
widened,  nor  is  it  enriched,  for  the  expressionist  apparently 
abandons  his  theory  in  practice  and  admits  no  critical  under¬ 
standing  of  the  subject-object  relation.  In  practice  there  is  every 
proof  that  the  subjective  becomes  autistic  through  introversion. 
Pfister,  moreover,  is  not  ignorant  of  the  highest  form  of  expres¬ 
sionism,  for  he  quotes  Fritz  Burger’s  statement  of  the  aims  of 
the  movement.  Expressionism  “  does  not  want  to  be  any  longer 
the  object  of  an  aesthetically  educated  caste,  but  the  embodiment 
of  that  incommensurable  world  which  comprises  our  Inner  Self. 
It  will  not  deliver  from  the  World  but  bring  about  for  us  the 
possession  of  the  World’s  Inner  Greatness,  the  wonderful  wealth 
of  variety  in  form  of  the  Creative  Power  itself,  which  is  the 
salvation  and  the  ruin  of  us  all.  As  a  moulding  world-view  it 
desires  to  be  a  religion  freed  from  the  past  of  history.  At  the 
moment  that  the  optical  and  chemical  sciences  are  able  to  repro¬ 
duce  the  coloured  empirical  Reality  perfectly,  a  dream  of  mil- 
lenia  comes  true  —  Art  will  retire  into  her  holy  realm,  her  very 
own,  and  will  curse  the  enjoying  eye  and  the  limping  wisdom  of 
the  aesthete  as  well  as  the  vulgar  joys  of  the  mob,  and  will  con¬ 
clude  an  unheard-of  alliance  with  Philosophy  already  meeting 
her  half-way.  Both  turn  away  from  the  Empirical  World 
mapped  out  according  to  the  dictates  of  Natural  Sciences,  in 
order  to  grasp  formatively  the  meaning  of  life  within  a  world¬ 
view  often  permeated  with  mystical  ideas.  With  that  Art  is 
brought  back  to  its  oldest  original  purpose.”  11 
Nevertheless,  in  spite  of  this  recognition  of  the  aims  of  the 
highest  form  of  expressionism,  Pfister  is  quite  dissatisfied  with 


11  Ibid.,  pp.  190-191. 
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expressionistic  practice.  He  is  able  to  find  defence  for  the  quali¬ 
fication  of  autism  not  simply  in  expressionistic  practice  but  even 
in  articles  on  the  theory.  “  The  characteristic  which  most  im¬ 
pressed  all  the  theoreticians  of  Expressionism  is  that  which  the 
psychoanalysts  call  Autism  .  .  .  the  active  turning  away  from 
the  external  world  and  the  living  within  the  Inner  World  of 
Fancy  or  Phantasy.”  12  This  claim  is  supported  by  quotations 
from  articles  by  several  critics  (Raphael,  Jollos,  Stockmeyer) 
who  put  emphasis  on  the  negation  of  the  object  and  the  turning 
of  the  artist  to  his  soul  as  the  source  of  all  things.  Expressionism 
for  Pfister,  with  evidence  both  from  theory  and  practice,  is 
“  thorough-going  Introversion-painting.”  13 

Further  characteristics  that  may  be  garnered  from  Pfister’s 
book  w'ill  be  enlightening  for  our  later  study  on  literary  expres¬ 
sionism,  but  will  need  no  extensive  discussion.  Expressionism 
regresses  toward  pre-cultural  forms.14  It  is  also  marked  by  a 
great  number  of  characteristics  of  the  infantile.15  All  the  pictures 
of  the  expressionist  contain  the  fulfilment  of  secret  desires,  which 
are  wholly  hidden  even  from  himself.16  Expressionistic  painting 
springs  from  the  suffering  of  the  soul.17  This  form  of  art  has  a 
definite  parallel  with  automatic  cryptolaly  and  religious  glos- 
solaly.18  Things  in  reality  are  caricatured  to  the  point  of  being 
unrecognizable.19  Expressionism  caricatures  to  the  point  of 
almost  obliterating  the  object,  or  in  the  representation  of  psychic 
states  may  abandon  all  attempts  at  giving  a  likeness.20  Expres¬ 
sionistic  art  borders  on  the  pathological  realm  of  dream  and  hallu¬ 
cination.21  Many  expressionistic  pictures  are  the  wild  shriek  of 
tortured  minds,  but  just  as  inartistic  as  a  yell.22  This  art,  if 
pushed  to  its  logical  extremes,  means  an  absolute  rejection  of  the 
empirical  world.23  The  non-psychopathic  expressionists  possess 

12  Pfister,  op.  cit.,  196.  16  Ibid.,  p.  201.  20  Ibid.,  p.  242. 

13  Ibid.,  p.  198.  17  Ibid.,  p.  210.  21  Ibid.,  p.  227. 

14  Ibid.,  p.  194.  18  Ibid.,  p.  217.  22  Ibid.,  p.  245. 

15  Ibid.,  p.  196.  19  Ibid.,  p.  224.  23  Ibid.,  p.  266. 
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besides  their  art  a  sufficient  number  of  bridges  to  span  the  abyss 
between  the  Ego  and  the  external  world.24 

The  foregoing  paragraph  is  presented  in  what  the  expression¬ 
ists  themselves  would  call  telegram-style.  Yet,  for  the  limits  of 
our  study,  it  would  not  pay  to  make  an  exhaustive  study  of 
Pfister’s  book,  most  especially  since  the  psychoanalyst  is  clearly 
interested  in  the  psychopathic  cases.  This  meat-loaf  paragraph 
contains  the  gist  of  Pfister’s  material  on  the  nature  of  expres¬ 
sionistic  painting. 

We  must,  nevertheless,  bear  in  mind  that  Pfister  has  tested 
his  conclusions  by  aesthetic  as  well  as  scientific  investigations; 
he  has  considered  both  the  theory  and  practice  of  expressionism. 
He  sees  no  possibility  of  the  expressionist  realizing  aesthetic 
form,  or  even  of  delivering  himself  through  his  painting,  as  long 
as  the  artist  locks  himself  within  the  ego  and  dynamites  all  the 
bridges  between  subject  and  object.  Total  abandonment  of  the 
empirical  world  is  not  simply  dangerous;  actually,  the  destruc¬ 
tion  of  the  subject-object  inseparable  duality  can  only  deliver 
the  individual  to  the  madhouse.  It  is  consciousness  that  is  sup¬ 
ported  by  the  linked  subject-object,  and  consciousness  unsup¬ 
ported  at  one  end  will  sink  into  unconsciousness. 

Most  important  for  our  study  is  the  presentation  of  charac¬ 
teristics  of  expressionistic  art,  for  it  is  control  factors  that  this 
study  seeks.  We  make  note  of  the  primitive  and  infantile  forms 
which  appear  in  expressionistic  practice;  in  painting,  a  regression 
toward  the  savage  state  of  man.  Furthermore,  expressionism, 
springing  from  the  suffering  of  the  soul,  also  results  in  automatic 
cryptolaly  and  religious  glossolaly,  and  is  comparable  to  yell. 
The  element  of  distortion  appears  once  more  for  our  considera¬ 
tion,  another  vital  agreement  between  Pfister  and  Marzynski; 
this  form  of  art  so  caricatures  the  object  that  the  latter  is  at 
times  obliterated.  It  is  the  rejection  of  the  empirical  world. 

24  Ibid.,  p.  259. 
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From  Marzynski's  point  of  view,  distortion  is  a  necessity  and 
results  from  aesthetic  doctrine.  According  to  P  ns  ter.  distortion 
is  not  necessary.  but  inevitable,  and  comes  from  pathological 
disturbance. 

In  the  presentation  of  expressionistic  characteristics  there  is 
much  in  harmony  between  Piaster  and  Marzynski.  as  we  have 
already  noted.  The  former,  however,  in  examining  the  practice 
of  painting,  especially  with  reference  to  its  autonomous  charac¬ 
ter.  insists  that  not  only  aesthetics  but  also  psychoanalysis  has 
a  definite  role  in  the  analysis  of  this  modem  art-form.  He  also 
emphasizes  for  us  the  confusion  that  exists  in  theory  and  practice, 
especially  if  one  tries  to  discover  in  expressionistic  paintings 
the  subject -object  inseparable  duality  so  strongly  affirmed  in  the 
theory.  Expressionism,  to  Pfister.  is  subjectivism  of  much  the 
same  order  that  one  finds  among  religious  ecstaties,  or  among 
the  patients  in  our  institutions  for  the  feeble-minded  and  the 


ms  are. 


CHAPTER  III 


GENERALITIES  ON  EXPRESSIONISM  IN  THE  ARTS 
AND  IN  LITERATURE 

pFISTER  has  pushed  expressionism  to  its  logical  conclusions, 
and  given  us  the  results  of  the  extremists.  In  the  arts  and 
literature  one  may  find  a  specific  movement,  Dadaism,  which 
has  gone  to  the  extreme  point  of  expressionistic  practice.  Yet 
this  no  longer  remains  expressionism,  but  rather  a  narrow  portion 
of  the  entire  movement.  Dadaism  broke  the  bridges  between 
subject  and  object  in  a  rather  wholesome  manner  by  pointing  to 
the  results  of  expressionism  if  pushed  to  the  extreme.  The  result 
in  literature  is  well  illustrated  by  the  following  example,  a 
stanza  from  Hans  Arp’s  so-called  poem  Das  bezungte  Brett.1 

hochnehmst  millionemill  um  bitt 
fallammelmahl  fallobst  toast 
bum  bum  barin  rucktwitelsack 
und  tabledhoten  ihn  von  ast.  .  .  . 

This  “  poem  ”  brings  us  to  an  appreciation  of  Pfister’s  statement 
that  expressionism  at  times  comes  very  close  to  automatic  cryp- 
tolaly  and  religious  glossolaly.  Yet,  in  literature,  the  appearance 
is  almost  exclusively  in  the  Dadaistic  movement  and  not  in 
expressionism  proper.  We,  of  course,  cannot  be  concerned  here 
with  infantile  babbling,  ttr-yell,  and  other  balderdash,  even  when 
valid  as  a  satire  on  expressionism.  Consequently  Dadaism  with 
its  theories  and  results  may  well  be  left  undiscussed  without 
injuring  the  validity  of  this  study.  It  is  enough  to  know  that 
Dadaism  was  a  conscious  breaking  of  the  bridges  to  reality  and 

1  von  Allesch,  G.  J.,  “  Expressionismus,”  Zeits.  /.  Asthetik  .  .  .  ,  Bd. 
19,  1925,  p.  119. 


25 


26 


Strindberg’s  Dramatic  Expressionism 


was  directed  at  first  as  a  satire  against  the  wildness  in  expres¬ 
sionism  and  the  wdiole  coterie  of  -isms  then  bobbing  up  in  art.2 

In  literary  expressionism  we  find  practically  all  the  charac¬ 
teristics  given  both  by  Marzynski  and  by  Pfister.  There  is,  how¬ 
ever,  one  exception  that  is  perfectly  obvious.  In  literature  the 
art-product  has  enough  contact  with  reality  to  be  comprehen¬ 
sible  without  too  elaborate  explanations  either  on  the  part  of  a 
psychologist  or  his  neighbor,  the  psychoanalyst.  The  objective 
side  in  literature  cannot  be  eliminated  without  reducing  the  con¬ 
tent  to  senseless,  even  if  tuneful,  jargon.3  Dadaism  is  the  natural 
consequence  when  the  objective  side  is  completely  ignored,  and 
literary  expressionists  were  too  desirous  of  creating  a  new  world, 
a  world  with  mankind  in  the  center,  to  annihilate  the  means  of 
attainment  which  they  possessed. 


BAHR  AND  EDSCHMID 

In  spite  of  ecstatic  ranting,  Hermann  Bahr  and,  more  espe¬ 
cially,  Kasimir  Edschmid  occasionally  pronounce  a  sentence  that 

2  For  further  studies  in  Dadaism  see  the  following  works: 

(a)  De  Torre,  Guillermo,  Literaturas  Europeas  de  Vanguardia,  Caro 

Raggio,  Madrid,  1925.  See  pp.  178-227,  “  El  movimiento 
‘  Dada.’  ” 

( b )  Erenyi,  G.,  “  Aesthetischer  Nihilismus,”  Gegenwart,  October,  1920, 

pp.  362-365. 

(c)  Flake,  Otto,  “Prognose  des  Dadaismus,”  Der  neue  Merkur,  Sep¬ 

tember,  1920,  pp.  404-408. 

(d)  G.,  J.,  “  Heil  dem  dadaistischen  Zentralblatt,”  Gegenwart,  March 

1,  1920,  p.  89. 

( e )  Hiilsenbeck,  Richard,  En  avant  Dada,  Steegemann,  Hannover, 

1920.  (Hiilsenbeck  was  at  one  time  “  Oberdada  ”  among  the 
Dadaists.) 

(/)  Hunck,  J.,  “  Dada  und  Expressionismus,”  Allgem.  Kunstlerzeitung , 

IX,  84,  1920. 

( g )  Matthias,  Leo,  “  Uber  Dadaismus,”  Der  neue  Merkur,  September, 

1920,  pp.  397-403. 

(h)  Soergel,  Dichtung  und  Dichter  der  Zeit,  pp.  623-634. 

(  i)  “  Der  Dadaismus,”  Auslandspost,  May  1,  1920,  pp.  2-3. 

3  See  “absolute  poetry”  written  by  Rudolf  Blumner;  an  example  is 
given  by  Soergel,  Dichtung  u.  Dichter,  p.  618. 
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is  cool  enough  to  be  handled  in  a  critical  study.  Bahr,  as  usual, 
was  first  in  the  field,  putting  a  book  on  the  market  as  early  as 
1916. 4  His  work  is  concerned  for  the  most  part  with  expression- 
istic  painting,  and  is  not  of  sufficient  importance  to  our  study 
to  warrant  considerable  treatment.  It  is  more  of  interest  than 
of  importance,  for  Bahr,  himself  a  literary  man,  is  one  of  the 
first  writers  to  use  the  cant  that  especially  qualifies  literary  ex¬ 
pressionism.  He  gives  decided  impetus  to  the  cry  for  Seele,  a 
cry  that  becomes  Schrei  in  a  rather  short  length  of  time.  “  Da 
schreit  die  Not  jetzt  auf:  der  Mensch  schreit  nach  seiner  Seele, 
die  ganze  Zeit  wird  ein  einziger  Notschrei.  Auch  die  Kunst 
schreit  mit,  in  die  tiefe  Finsternis  hinein,  sie  schreit  um  Hilfe, 
sie  schreit  nach  dem  Geist:  das  ist  der  Expressionismus.”  5  Bahr, 
an  excellent  barometer  of  art,  has  sensed  in  painting  the  Schrei- 
element  that  was  to  become  so  strong  in  literature;  but  it  is  as 
yet  a  poetic  cry  that  Bahr  hears  in  1916  and  not  the  savage  yell 
that  Pfister  hears  after  1920. 

A  little  later  in  his  book,  Bahr  tells  us  more  beautifully  than 
the  average  critic  that  the  primitive  instinct  also  manifests  itself 
in  expressionism.  “  Wie  der  Urmensch  sich  aus  Furcht  vor  der 
Natur  in  sich  verkriecht,  so  fluchten  wir  in  uns  vor  einer  ‘  Zivili- 
sation  ’  zuruck,  die  die  Seele  des  Menschen  verschlingt.”  6  Here, 
Bahr  does  not  point  to  regression  toward  the  primitive  but  rather 
indicates  the  character  of  literary  primitivity.  The  artist  is  not 
simply  a  reproducer  of  primitive  art,  not  simply  a  modern  indi¬ 
vidual  who  reverts  to  primitive  man;  rather,  the  artist  is  Le 
Penseur  who  dwells  in  an  wr-atmosphere  of  wr-feeling,  of  ur- 
emotions  and  of  w-activity.  He  is  quite  nude,  without  the 
clothes  of  modern  civilization,  but  he  is  a  thinker  and  not  a 
shrieking  or  yowling  savage.  There  is  a  philosophical  quality 
to  this  •ur-ishness  that  is  not  given  in  words  like  primitivity, 


4  Bahr,  Hermann,  Expressionismus,  Delphin,  Miinchen,  1916. 

5  Ibid,.,  p.  123.  6  Ibid.,  p.  127. 
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original  state,  source  and  the  like,  LT-ishness  is  an  emphasis  on 
the  spiritual  quality  of  man,  not  simply  as  free  from  the  artifice 
of  convention,  the  tags  of  civilization,  but  as  something  enduring 
before  and  beyond  the  quirks  of  written  codes  and  public  opin¬ 
ions.  t/r-ishness  points  to  the  unattached  cosmic  spirit  that  gives 
man  his  essential  and  enduring  worth. 

Though  discoursing  on  expressionism  in  painting,  Bahr  has 
bridged  the  way  to  criticism  of  literary  expressionism.  The 
literary  man  cries  out  for  the  subject,  turns  to  his  own  soul,  and 
may  even  shout  wildly  for  pure  unadulterated  feeling;  but  this 
remains  in  part  only  gesture,  for  literary  expressionism  never 
entirely  forsakes  the  object.  The  cry  of  distress  is  for  intellect, 
for  Geist,  as  well  as  for  feeling,  for  Seele.  The  literary  expres¬ 
sionist  does  not  regress  toward  the  primitive,  where  unqualified 
subjectivism  would  deliver  him,  but  rather  he  struggles  for  the 
expression  of  what  is  eternal  from  the  ur-man  throughout  all 
succeeding  mankind.  Furthermore,  he  seeks  for  deliverance  from 
the  insufferable  bonds  of  an  all  too  materialistic  civilization. 

Kasimir  Edschmid  7  declares  that  no  one  doubts  that  apparent  . 
reality  is  after  all  not  essentially  real,  that  observed  reality  is  not 
the  essence  of  an  object.  The  classified  facts  are  not  enough 
for  us,  not  enough  to  give  us  a  true  picture  of  the  universe  and 
a  concept  of  its  essential  core.  It  is  in  the  vision  of  the  artist 
that  we  obtain  this  genuine  view,  not  from  the  mere  form  or 
representation  of  stuff  that  the  artist  gives  us,  but  from  the 
essential  reality  that  the  artist  wrests  from  matter.  The  artist’s 
intuition  is  the  functional  element  that  makes  possible  the 
wresting  of  reality  from  matter. 

The  artist  fastens  upon  reality  not  by  seeing,  but  by  observing; 
not  by  depicting,  but  by  experiencing;  not  by  reproducing,  but 
by  fashioning;  not  by  taking,  but  by  seeking — -a  selective  act.8 

7  Edschmid,  Kasimir,  Uber  den  Expressionismus  in  der  Literatur  und 
die  neue  Dichtung,  3.  Aufl.,  Reiss,  Berlin,  1919.  8  Ibid.,  p.  52. 
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He  sees  the  human  element  in  the  harlot,  the  divine  in  the  fac¬ 
tory;  all  individual  elements  are  fashioned  by  him  into  that 
whole  which  constitutes  the  world.  Moreover,  all  is  related  to 
the  eternal.  It  is  the  artist’s  business  to  fashion  his  view  of  the 
world  according  to  the  vision  of  reality  that  he  gets  by  peering 
behind  the  individually  manifested  facts. 

The  human  being  is  no  longer  just  an  individual  bound  by  all 
the  traditions  of  duty,  morality,  society  and  family.  In  ex¬ 
pressionism,  the  human  being  is  the  most  exalted  and  the  most 
miserable.9  He  becomes  human.  This,  then,  is  the  new  phase  of 
the  art,  that  man  no  longer  is  represented  as  an  individual, 
classified  according  to  his  role  in  an  artificial  society.  The  hand 
of  the  artist  goes  behind  all  classifications,  goes  behind  the  mere 
individual,  and  shows  us  mankind:  “  keine  blonde  Bestie,  kein 
ruchloser  Primitiver,  sondern  der  einfache,  schlichte  Mensch.”  10 

When  one  has  delivered  man  from  his  individuality,  from  his 
social  pigeonhole,  there  are  new  possibilities  for  him.  “  Nun  ist 
der  Mensch  wieder  grosser,  unmittelbarer  Gefuhle  machtig.  Er 
steht  da,  so  deutlich  in  seinem  Herzen  zu  erfassen,  so  absolut 
urspriinglich  von  den  Wellen  seines  Bluts  durchlaufen,  dass  es 
verscheint,  er  triige  sein  Herz  auf  der  Brust  gemalt.  Er  bleibt 
nicht  mehr  Figur.  Er  ist  wirklich  Mensch.  Er  ist  verstrickt  in 
den  Kosmos,  aber  mit  kosmischem  Empfinden.”  11 

Soon,  however,  Edschmid  alarms  us  by  bringing  expressionism 
to  introversion,  and  expressionists  to  the  vestibule,  at  least,  of 
the  madhouse.  There  is  a  danger  that  Edschmid  is  proposing 
to  uncouple  the  subject-object  relation  and  drop  consciousness 
into  oblivion. 

Er  kiigelt  sich  nicht  durch  das  Leben.  Er  geht  hindurch.  Er  denkt  nicht 
iiber  sich,  er  erlebt  sich.  Er  schleicht  nicht  um  die  Dinge,  er  fasst  sie  im 

9  Note  a  kindred  statement  by  Havelock  Ellis:  “No  creature  on  earth 
has  so  tortured  himself  as  Man,  and  none  has  raised  a  more  exultant 
Alleluia.”  Dance  of  Life  (Houghton  Mifflin  Co.,  New  York,  1923),  p.  358. 

10  Edschmid,  Expressionismus,  p.  58.  11  Ibid.,  p.  59. 
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Mittelpunkt  an.  Er  ist  nicht  un-,  nicht  iibermenschlich,  er  ist  nur  Mensch, 
feig  und  stark,  gut  und  gemein  und  herrlich,  wie  ihn  Gott  aus  der  Schopf- 
ung  entliess. 

So  sind  ihm  alle  Dinge,  deren  Kern,  deren  richtiges  Wesen  er  zu  schauen 
gewohnt  ist,  nahe. 

Er  wird  nicht  unterdriickt,  er  liebt  und  kampft  unmittelbar.  Sein  grosses 
Gefiihl  allein,  kein  verfalschtes  Denken,  fiihrt  ihn  und  leitet  ihn. 

So  kann  er  sich  steigern  und  zu  Begeisterungen  kommen,  grosse  Ekstasen 
aus  seiner  Seele  aufschwingen  lassen. 

Er  kommt  bis  an  Gott  als  die  grosse  nur  mit  unerhorter  Ekstase  des 
Geistes  zu  erreichende  Spitze  des  Gefuhls. 

Doch  sind  diese  Menschen  keineswegs  toricht.  Ihr  Denkprozess  verliiuft 
nur  in  anderer  Natur.  Sie  sind  unverbildet.  Sie  reflektieren  nicht. 

Sie  erleben  nicht  in  Kreisen,  nicht  durch  Echos. 

Sie  erleben  direkt. 

Das  ist  das  grosste  Geheimnis  dieser  Kunst:  Sie  ist  ohne  gewohnte 
Psychologies2 

This  art  is  positive,  says  Edschmid,  because  it  is  intuitive. 
Men  in  this  realm  of  art  abandon  themselves  to  the  divine;  they 
are  immediate,  primitive,  simple,  because  that  which  is  most 
simple  is  also  most  complicated  and  intricate.  They  have  a 
cosmic  art  which  enables  them  to  reach  greater  heights  and 
penetrate  farther  into  the  depths  than  any  other  art. 

We  note,  however,  that  Gefiihl,  Geist  and  Seele  whirl  aloft  in 
the  nebula  of  ecstasy  toward  God,  with  so  complete  a  disregard 
for  critical  understanding  and  intellect  that  we  cannot  accept 
at  face  value  Edschmid’s  declaration:  “  doch  sind  diese  Menschen 
keineswegs  toricht.”  At  the  same  time,  however,  we  remember 
with  growing  forbearance  that  Edschmid  was  also  in  the  van¬ 
guard  of  critics  of  expressionism;  and,  like  Bahr,  he  often  has  too 
much  of  the  “  soap-box  prophet  ”  and  too  little  of  the  critic  in 
his  utterances. 

There  are  still  other  great  secrets  of  this  art  which  Edschmid 
reveals  to  us.  He  stresses  again  the  fact  that  the  typical  plays 
an  important  role  in  expressionism ;  furthermore,  that  the  typical 
carries  in  it  the  idea  of  motion,  of  becoming,  of  the  dynamic 
6tate.  What  is  presented,  for  instance,  is  not  a  thought,  but 
12  Edschmid,  op.  cit.,  pp.  59-60. 
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thinking;  not  an  embrace,  but  embracing.  As  the  individual  is  a 
representation  of  something  isolated  and  static,  so  is  the  typical 
a  manifestation  of  movement.13 

Language  naturally  undergoes  some  change  when  an  art  is 
pregnant  with  great  secrets  and  delivers  itself  of  new  and  unheard 
of  concepts: 

Die  Satze  liegen  im  Rhythmus  anders  gefaltet  als  gewohnt.  Sie  un- 
terstehen  der  gleichen  Absicht,  demselben  Strom  des  Geistes,  der  nur  das 
Eigentliche  gibt.  Melodik  und  Biegung  beherrscht  sie.  Doch  nicht  zum 
Selbstzweck.  Die  Satze  dienen  in  grosser  Kette  hangend  dem  Geist,  der 
sie  forint. 

Sie  kennen  nur  seinen  Weg,  sein  Ziel,  seinen  Sinn.  Sie  binden  Spitze 
an  Spitze,  sie  schnellen  ineinander,  nicht  mehr  verbunden  durch  Puffer 
logischer  Uberleitung,  nicht  mehr  durch  den  federnden  ausserlichen  Kitt 
der  Psychologie.  Ihre  Elastizitat  liegt  in  ihnen  selbst. 

Auch  das  Wort  erhalt  andere  Gewalt.  Das  beschreibende,  das  um- 
schiirfende  hort  auf.  Dafiir  ist  kein  Platz  mehr.  Es  wird  Pfeil.  Trifft 
in  das  Innere  des  Gegenstandes  und  wird  von  ihm  beseelt.  Es  wird  kri- 
stallisch  das  eigentliche  Bild  des  Dinges. 

Dann  fallen  die  Fiillworter. 

Das  Verbum  dehnt  sich  und  verscharft  sich,  angespannt  so  deutlich 
und  eigentlich  den  Ausdruck  zu  fassen. 

Das  Adjektiv  bekommt  Verschmelzung  mit  dem  Trager  des  Wortgedan- 
kens.  Auch  es  darf  nicht  umschreiben.  Es  allein  muss  das  Wesen  am 
knappsten  geben  und  nur  das  Wesen.  Sonst  nichts.14 

Just  when  we  are  convinced  that  expressionism  is  decidedly 
new,  that  it  offers  new  aesthetic  doctrine  and  is  in  a  fair  way  to 
re-create  language  as  a  medium  of  expression,  Edschmid  declares 
that  after  all  the  art  is  extremely  old.  Moreover,  expressionism 
is  not  simply  a  vogue  in  art,  and  has  never  been  just  that.  It  is 
actually  a  Weltanschauung. 

Es  ist  eine  Luge,  dass  das,  was  mit  verbrauchten  Abwort  das  Expres- 
sionistische  genannt  wird,  neu  sei.  Schandung,  es  umfasse  eine  Mode. 
Verleumdung,  es  sei  eine  nur  kiinstlerische  Bewegung.  .  .  . 

Diese  Art  des  Ausdrucks  ist  nicht  deutsch,  nicht  franzosisch. 

Es  ist  iibemational. 


13  Ibid.,  p.  65. 

14  Ibid.,  pp.  65-66  (Soergel  also  quotes  the  same  passage  in  Dichtung 
und  Dichter  der  Zeit,  p.  353). 
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Sie  ist  nicht  nur  Angelegenheit  der  Kunst.  Sie  ist  Forderung  des 
Geistes. 

Sie  ist  kein  Programm  des  Stils.  Sie  ist  eine  Frage  der  Seele. 

Ein  Ding  der  Menschheit. 

Es  gab  Expressionismus  in  jeder  Zeit.  Keine  Zone,  die  ihn  nicht  hatte, 
keine  Religion,  die  ihn  nicht  feurig  schuf.  Kein  Stamm,  der  nicht  das 
dumpfe  Gottliche  damit  besang  und  formte.15 

Although  Edschmid,  like  Bahr,  is  more  concerned  with  expres¬ 
sionism  in  general  than  with  the  literary  movement,  he  does 
nevertheless  give  consideration  to  the  latter.  Once  more  the 
familiar  words  appear:  Seele,  Geist,  Wirklichkeit,  Mensch, 
Kosmos,  Gott,  Erleben,  intuitiv,  Gefuhl  and  their  like.  In  addi¬ 
tion  we  also  find  stress  laid  on  the  typical  and  on  movement, 
Bewegung.  The  typical  alone  can  qualify  the  essential  reality 
that  lies  behind  the  objects  we  observe;  and  the  typical  alone  is 
in  a  constant  state  of  becoming,  of  dynamic  activity.  Further¬ 
more,  in  literature,  we  have  another  change,  that  of  language. 
In  fact,  it  is  only  too  obvious  that  Edschmid’s  book  is  a  constant 
example  and  reminder  of  the  new  style  of  German. 

Apropos  of  the  language  changes  which  Edschmid  discusses,  we 
may  very  opportunely  add  a  little  more  material  from  the  pen 
of  Oswald  Pander:  “  .  .  .  jedes  radikal  expressionistische 
Gedieht,  das  in  der  bunten  Ecke  der  Zeitungen  auf  den  Scheiter- 
haufen  offentlicher  Lacherlichkeit  gezerrt  wird:  seht!  kein  Sub- 
jekt,  kein  Objekt,  kein  Pradikat,  keine  Deklination,  keine 
Konjugation,  keine  Grammatik,  und,  ach!  keine  Logik;  wir  ver- 
stehen  das  nicht,  es  hat  keinen  Verstand!  ”  16  While  Pander  is  in 
sympathy  with  developing  the  language  into  a  better  medium  for 
expression,  he  nevertheless  would  maintain  some  limits. 

Pander  also  points  to  the  philosophical  nature  of  this  new 
movement  in  art.  “  Expressionismus  will  dem  Erleben  abgestor- 
ben  Sprache  aus  Erleben  neu  gebaren.  Expressionismus  ist  nicht 

15  Edschmid,  op.  cit.,  p.  70. 

16  Soergel,  Dichtung  und  Dichter  der  Zeit,  pp.  354-355  (taken  from 
Pander’s  article  in  J ungen  Deutschland,  1918). 
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wilder  Ausbruch  des  I  eh.  Expressionismus  driickt  der  Welt  das 
Gesicht  des  Menschen  auf.” 

MAX  PICARD  ON  EXPRESSIONISM 

A  first  reading  of  Picard’s  article  ir  seems  only  to  add  con¬ 
fusion  to  an  already  unwieldy  mass  of  data.  After  a  second 
reading  one  is  positive  that  even  Picard  cannot  order  the  material 
in  his  own  essay.  Yet,  by  repeated  attacks  on  the  article,  it  is 
possible  to  reach  behind  the  superficial  confusion  of  words  and 
wrest  some  order  that  can  be  employed  later.  One  learns,  fur¬ 
thermore,  that  Picard  has  something  of  value  to  present. 

Like  many  of  the  writers  on  expressionism,  Picard  begins  with 
a  discussion  of  impressionism: 

Durch  den  Impressionismus  hat  sich  der  Mensch  der  Verantwortung 
enthoben. 

Die  Dinge  im  Impressionismus  sind  in  so  enger  Beziehung  untereinander, 
dass  man  ein  Ding  gar  nicht  isolieren  kann,  man  kann  gar  nicht  sagen, 
was  eines  ist,  es  ist  immer  schon  von  dem  anderen  dabei. 

Man  braucht  also  nicht  ein  einzelnes  Ding  verantworten,  man  braucht 
nur  ein  Ding  mit  irgend  einer  Beziehung  zu  einem  anderen  beantworten. 

Statt  des  Gewissens  fur  ein  Ding  braucht  man  nur  das  Wissen  um  seine 
Beziehungen.18 

Impressionism  thus  posits  a  world  of  relativity  in  which  one  is 
concerned  not  with  things  in  themselves,  not  with  essential  real¬ 
ity,  but  with  the  relations  that  bind  each  thing  with  everything. 
Responsibility  for  getting  at  the  heart  of  things  is  so  evaded  that 
no  thing  is  ever  tangible.  “  Denn  jedes  Ding  soil  rasch  aus  irgend 
einer  Beziehung  herauswachsen  und  ebenso  rasch  wieder  in  irgend 
eine  andere  Beziehung  verschwinden.”  19  It  is  a  world  of  rela- 
tivitization  and  reactivity,  a  world  in  which  relativity  is  multi- 

17  Picard,  Max,  “  Expressionismus,”  Die  Erhebung,  herausgegeben  von 
Alfred  Wolfenstein,  Fischer,  Berlin,  1919,  pp.  329-338. 

18  Ibid.,  p.  329. 

19  Ibid.,  p.  331  (see  the  discussion  of  evolution  and  evasion  of  respon¬ 
sibility  in  the  preface  to  G.  B.  Shaw’s  Back  to  Methuselah). 
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plied  by  relativity  and  reaction  by  reaction.  Nothing  essential 
happens  in  it,  and  no  essential  thing  is  found  in  it. 

The  remedy  for  such  a  world  is  found  naturally  enough  in  ex¬ 
pressionism.  “  In  der  expressionistischen  Zeit  soli  ja  alles  anders 
sein.  Aus  dem  Chaos,  in  dem  die  Dinge  kaum  einem  Namen 
haben,  damit  sie  von  allem  und  zu  allem  gerufen  werden  konnen, 
aus  diesem  namenlosen  Chaos  ruft  der  neue,  expressionistische 
Mensch  das  Ding  heraus  zu  sich.  Er  ruft  die  Dinge  bei  ihrem 
Namen  an:  Du  Wald,  sagt  er,  und  du  Stadt,  damit  der  Wald 
und  die  Stadt  sich  aus  dem  Chaos  wieder  auseinander  ordnen.”  20 

The  impressionist  would  hear  only  the  “  du  ”  which  establishes 
relationships  between  objects;  he  is  not  so  interested  in  the 
object  itself.  The  expressionist,  on  the  other  hand,  is  not  at  all 
concerned  with  the  “  du.”  He  hears  the  terms  “  Wald  ”  and 
“  Stadt,”  terms  that  isolate  objects  from  one  another. 

At  the  present  time  relativitization  has  so  increased  and  com¬ 
plicated  matters  that  the  expressionist  must  call  out  in  a  loud 
voice  if  he  expects  anything  in  chaos  to  hear  him.  “  Der  Ex¬ 
pressionist  ruft  darum  laut  und  ist  pathetisch,  nicht  aus  einem 
primaren  Lebensgefiihl  heraus,  sondern  aus  Zwang.”  The  em¬ 
ployment  of  pathos  is  especially  required  if  one  is  to  grasp  any¬ 
thing  out  of  the  confusion  of  chaos,  but  it  is  not  sufficient  in  itself. 

Das  Pathos  aber  allein  geniigt  nicht,  ein  Ding  aus  dem  Chaos  zu  fixieren. 
Man  muss  ein  Ding  noch  verwandeln,  als  ob  es  niemals  mit  den  anderen 
Dingen  des  Chaos  in  Beziehung  gewesen  ware,  damit  es  von  ihnen  nicht 
mehr  erkannt  wird  und  nicht  mehr  auf  sie  reagieren  kann.  Man  muss 
abstrakt  sein,  typisieren,  damit  das  Erreichte  nicht  wieder  in  Chaos  zuriick- 
gleitet.  Man  driickt  also  so  viel  Leidenschaftlichkeit  in  ein  Ding  hinein, 
bis  es  fast  auseinanderbricht  und  das  Ding  sich  nur  damit  abgeben  kann, 
die  Spannung  des  eigenen  Bruches  zu  bewahren;  es  kann  sich  dann  gar 
nicht  mehr  zu  einem  andern  hinspannen. 

Oder  man  statuiert  Typen.  Wie  bei  Mariotten  spurt  man,  wenn  die 
Bewegung  beginnt,  auf  einmal,  plotzlich  gerade  als  ob  die  Bewegung 
nicht  mehr  im  Ding  selber  ware,  sondern  als  Ding  von  aussen  hinzukommen 
miisse,  gerade  als  ob  es  hier  zwei  Dinge  waren:  Typus  und  Bewegung.  Be- 


20  Picard,  op.  cit.,  p.  332. 
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wegung  und  Ding  sind  getrennt.  Man  ist  also  im  Expressionismus  nicht 
leidenschaftlich  um  der  Leidenschaft  willen,  nicht  typisch  um  des  Typus 
widen,  man  beniitzt  die  Verschwendung  der  Leidenschaft,  die  Abstraktion, 
die  Typisierung  nur,  um  aus  dem  Chaos  das  Bewegte  in  die  Ruhe  zu 
isolieren. 

So  sehr  ist  man  jetzt  bestrebt  zu  fixieren,  dass  man  sogar  die  Herkunft 
der  Abstraktion  aus  der  Bewegtheit  zu  verbergen  sucht.  Man  sucht  zu 
verbergen,  dass  die  Abstraktion  aus  der  Anschauung  des  Chaos  entstanden 
ist.  Darum  konstruiert  man  zum  Begriff  der  Abstraktion  den  polaren 
Begriff  der  Einfiihlung.  Anstatt  dass  sich  ein  Gefalle  von  der  Anschauung 
des  Chaos  hin  zur  Abstraktion  bewegt,  fixieren  sich  die  polaren  Begriffe 
Abstraktion  und  Einfiihlung.  Das  bewegte  Yorstellungsgebilde  soil  in  ein 
fixiertes  verwandelt  werden.21 

This  process  of  transforming  the  active  imaging  factor  into  a 
fixed  image  has  been  systematized  into  a  W eltanschauung ,  and 
Picard  supports  the  statement  by  a  quotation  from  Mynona.22 
According  to  the  latter  every  positive  thing  experiences  its  nega¬ 
tive,  and  the  secret  of  reality  lies  exactly  in  the  middle,  at  the 
point  that  both  positive  and  negative  are  paralyzed.  A  thing, 
then,  can  only  be  grasped,  that  is,  freed  from  chaos  and  isolated 
in  typical  form,  when  it  is  contemplated  in  polaric  opposition. 
The  impressionists  conceived  this  opposition  to  be  conditioned 
by  centrifugal  force,  and  the  anti-poles  were  pictured  as  flying 
from  each  other  into  new  relationships.  The  expressionists, 
however,  find  that  the  opposite  relation  is  the  true  one.  The 
anti-poles  of  abstraction  and  Einfiihlung  are  attracted  centrip- 
etally  and  struggle  with  terrific  tension  toward  each  other.  This 
is  the  Weltanschauung  of  the  expressionist  with  its  explanation 
of  the  polaric  nature  of  things  and  the  essential  reality  that  is 
born  of  the  centripetal  struggle  of  opposites. 

As  an  example  Picard  cites  the  struggle  of  man  and  woman, 
polarized  by  sex,  and  attracted  by  this  terrific  and  tense  cen¬ 
tripetal  force  that  conditions  sex.  It  is  not  just  a  woman  in 
struggle  with  many  men,  nor  a  chance  struggle  of  a  man  with 

21  Ibid.,  pp.  333-334. 

22  Mynona  is  the  pen-name  for  Salomo  Friedlander  (see  Soergel, 
Dichtung  u.  Dichter,  p.  860). 
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many  women.  It  is  the  man  and  the  woman,  the  only  man  and 
the  only  woman  that  chaos  can  produce.  Furthermore,  this 
type-man  and  type-woman  must  struggle  as  though  all  the  hate 
or  all  the  love  of  chaos  be  present  in  them.  Other  examples  of 
polarization  and  centripetal  struggle  are  found  in  the  oppositions 
of  father  and  son,  the  old  generation  and  the  new;  the  intellectual 
and  the  burgher,  the  liberal  and  the  conservative. 

This  possibility  of  reducing  chaos  by  snatching  a  thing  out  of 
it,  isolating  and  fixing  it  in  antithesis,  has  now  become  almost 
a  formula  for  expressionists  who  first  fashioned  experience  in 
opposites.  Thus,  one  experiences  religion,  for  example,  not  as 
an  absolute,  as  God,  but  rather  as  an  absolute  antithesis  between 
metaphysical  contemplation  and  ethical  activity.23 

That  this  tendency  to  isolate  a  thing  from  relationships,  from 
chaos,  has  reached  philosophic  status,  is  further  substantiated 
by  a  quotation  from  Husserl:  “  Wir  wollen  uns  nicht  mehr  mit 
einem  symbolischen  Wortverstandnis  zufrieden  geben  .  .  .  Be- 
deutungen,  die  nur  von  entfernten,  verschwommenen,  uneigent- 
lichen  Anschauungen  —  wenn  uberhaupt  von  irgend  welchen  — 
belebt  sind,  konnen  uns  nicht  genug  tun.”  24 

The  expressionist  wants  to  fix  pure  absolute  being.  In  so 
doing  he  turns  away  from  psychology  and  makes  his  appeal  to 
logic.  Psychology  creates  a  fertile  readiness  for  nuances,  all  of 
which  are  relative.  Expressionism,  however,  is  desirous  of  pre¬ 
venting  further  relativitization,  because  it  wants  to  isolate  and 
fix  one  single  typical  thing. 

Picard  quotes  from  Kurt  Hiller  to  illustrate  the  resentment 
that  expressionists  have  for  psychology.  Hiller  claims  that 
psychology  is  really  a  swindle,  for  it  solves  no  problem  at  all;  it 
prolongs  the  agony  of  a  situation  without  giving  solution  and 
leaves  the  individual  simply  the  experiences  of  pain. 

23  Picard  credits  this  to  Hans  Bliiher. 

24  Picard,  “  Expressionismus,”  Erhebung,  p.  335. 
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“  Man  will  im  Expressionismus  nicht  den  Schmerz  um  ein 
Ding,  man  will  das  Ding  selber  haben,  der  Schmerz  mag  dabei 
sein  oder  nicht.  Schmerz  und  Freude  an  einem  Ding  will  man 
nur  darum  kennen,  damit  man  sie  von  dem  Ding  trennen  kann, 
damit  hier  das  Ding  sei,  das  ganz  fur  sich  allein  sein  kann,  und 
dort  die  Affekte,  die  uberall  sein  konnen.  Man  will  also  den 
Gegenstand  von  der  Relativitat  der  Affekte  losen,  man  will  ihn 
nicht  sich  verwandeln  lassen  durch  Schmerz  oder  Freude.  Man 
kiimmert  sich  nur  darum,  dass  ein  Ding  sei,  isoliert  sei.”  Not 
pain,  not  joy,  not  the  affects  from  a  thing,  but  the  thing  itself  is 
what  the  expressionist  demands. 

Thus  the  expressionist  is  not  a  psychologist.  He  is  much  more 
a  psychoanalyst,  contradictory  as  that  may  seem.  Yet  psychol¬ 
ogy  lets  a  thousand  things  come  from  one  thing  whereas  psycho¬ 
analysis  unites  a  thousand  into  one.  It  assembles  thousands  of 
experiences  out  of  chaos,  unites  them  and  fixes  them  into  a  single 
experience. 

The  tendency  to  orientate  in  chaos,  the  fixing  in  chaos,  is  so 
great  that  it  exposes  the  following  paradox:  “  das  ungeheuer 
Bewegte  und  ungeheuere  Bewegende,  wird  nicht  mehr  wie  im 
Impressionismus  als  das  ungeheuer  Bewegte  und  ungeheuere  Be¬ 
wegende  erlebt,  sondern  eben  paradox:  fixierend-orientierend.” 
This  paradox  is  what  is  revolutionary  in  expressionism.  It  is  not 
experienced  for  the  sake  of  Dionysian  transport,  but  for  the  sake 
of  an  Apollinian  form  in  which  the  transport  is  ordered.25 

Toward  the  end  of  his  article  Picard  explains  that  expressionism 
is  unscientific.  It  refuses  science  because  the  latter  will  provide 
too  many  things.  The  expressionist  is  concerned  only  with  one 
thing  at  a  time,  a  thing  apart  from  all  relations  that  may  exist 
with  other  things. 

Das  Symbol  dieser  expressionistischen  Zeit  ware  etwa  nicht  Buddha, 
der  nach  einem  Blick  in  die  Welt,  die  Welt  aus  seinen  Hlinden  entlassen 


25  Ibid.,  p.  336. 
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hat,  sondem  ein  Herakles,  der  nach  einem  Blick  in  die  Welt  unendlich 
viele  Hiinde  haben  mochte,  damit  er  mit  jeder  dieser  unendlich  vielen 
Hande  eines  der  unendlich  vielen  Dinge  des  Chaos  erfassen  kann.26 

Picard  gives  us  Marzynski’s  metaphysics  of  expressionism  in 
rather  involved  language,  but  the  substance  is  there;  and  the 
two  writers  are  not  in  such  disagreement  as  they  at  first  may 
seem  to  be.  Picard’s  world  of  things  in  which  every  positive 
thing  experiences  its  opposite  is  not  vastly  different  from  Mar¬ 
zynski’s  subject-object  inseparable  duality.  In  each  case  essen¬ 
tial  reality  is  found  somewhere  between  the  anti-poles.  Picard’s 
main  thesis  is  that  everything  must  be  conceived  in  polaric  divi¬ 
sion,  if  it  is  to  give  meaning  to  a  concept  of  reality;  and  the 
opposites  must  struggle  toward  each  other  with  terrific  force. 
Furthermore,  inasmuch  as  individuality  is  conditioned  by  relativ¬ 
ity  and  becomes  lost  in  the  affects  thereof,  the  expressionist 
searches  for  reality  in  the  typical  which  is  decidedly  more  free 
from  entangling  relations.  Picard’s  article  is  of  especial  value 
for  its  emphasis  on  typification  and  on  antithesis. 


26  Picard,  op.  cit.,  p.  338. 
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HE  dramatic  critic  Julius  Bab  has  contributed  articles  on 


expressionism  for  a  decade  and  a  study  of  a  number  of  his 
essays  is  decidedly  profitable  for  the  establishment  of  control 
factors.  In  spite  of  the  fact  that  he  is  not  in  sympathy  with 
expressionism,  that  he  discounts  greatly  the  literary  fruits  of  the 
movement,  Bab  is  first  of  all  an  honest  and  balanced  critic. 
Whatever  opposition  he  registers  is  based  on  aesthetic  judgment 
and  not  merely  on  personal  prejudice  or  antagonism.  Besides 
being  better  informed  than  the  majority  of  his  fellow  critics,  he 
is  content  to  write  his  criticisms  in  essay  style;  there  is  no 
ecstatic  rant,  no  expletory  expansion,  no  polarization  from  which 
one  must  wrest  whatsoever  reality  there  is  in  expressionism.  All 
in  all,  Bab  offers  the  best  material  for  individual  treatment. 
The  other  critics  must  be  left  for  the  general  discussion  that 
follows. 

As  early  as  1916  Bab  was  discussing  expressionism.  In  an 
article  written  during  that  year 1  Bab  says  that  the  striving 
toward  dramatic  form  for  the  expression  of  inner  powers  really 
began  eleven  years  earlier,  that  the  term  “  expressionistic  ”  might 
well  have  been  applied  to  works  of  the  earlier  date.  Even  then, 
he  says,  the  dramatists  were  demanding  that  form  be  determined 
not  by  the  nature  of  the  materials,  but  rather  by  the  “  Leiden- 
schaft  des  Gestaltenden.”  At  this  time,  however,  Bab  seems 

1  Bab,  Julius,  “  Die  Expressionisten  und  das  Drama,”  Die  Schaubiihne, 
September  19,  1916,  pp.  266-270. 
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rather  dubious  of  this  modern  movement  with  its  convenient 
name,  expressionism.  He  does  not  think  that  the  young  writers 
know  what  they  really  want  nor  where  they  are  going.  With  one 
breath  these  young  writers  seem  to  demand  undaunted  brutality 
coupled  with  the  superlative  in  elegance,  the  most  intimate 
closeness  and  the  most  monumental  distance,  the  most  brotherly 
resignation  and  the  most  aristocratic  seclusion.  Further,  it  is 
Bab’s  opinion  that  the  young  writers  are  not  overcoming  these 
contradictions  and  oppositions  but  rather  are  multiplying  them 
as  they  gain  in  the  practice  of  expressionistic  art. 

In  an  article  that  appeared  in  the  same  magazine  2  one  week 
later,  Bab  discusses  Hasenclever’s  Der  Sohn,3  one  of  the  early 
expressionistic  dramas.  Apparently,  this  form  of  drama  “  soil 
es  nun  ausmachen,  dass  die  Figuren,  mit  denen  der  Sohn  ringt, 
alle  ohne  objektives  Leben,  nur  Ausstrahlungen  seiner  Innerlich- 
keit  sind.”  But  this,  declares  Bab,  is  merely  an  indication  that 
drama  is  dropping  into  lyrical  form,  that  the  actor  becomes  simply 
a  reciting  attribute  instead  of  a  creative  factor  in  the  drama. 
This  lays  the  expressionistic  writer  open  to  all  the  dangers  of 
dilettantism,  for  the  materials  of  drama  establish  an  imperative 
with  which  one  cannot  trifle. 

Ignoring  Bab’s  criticism,  its  validity  notwithstanding,  we  seize 
upon  the  equational  factors  “  Ausstrahlungen  seiner  Innerlich- 
keit  ”  and  lyricism.  They  again  refer  us  to  the  subjectivism 
that  has  been  so  constantly  stressed  by  all  critics.  More  than 
that,  this  radiation  from  the  inner  man  seems,  on  the  surface  at 
least,  to  sever  all  connections  with  the  objective  side  of  life.  In 
Hasenclever’s  drama,  the  one  character,  the  Son,  is  struggling 
with  shadowy  figures  that  are  projected  from  his  ego. 

Two  years  later  Bab  is  still  showing  discontent  with  this  new 
type  of  drama.4  He  says  that  the  product  of  the  young  German 

2  See  note  1  of  this  chapter.  3  Written  1914,  published  1916. 

4  Bab,  Julius,  “  Der  dramatische  Jugendstil,”  Die  Weltbuhne,  August  22, 
1918,  p.  176. 
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dramatists  is  “  eine  Art  horror  vacui,  ein  Schwindel  vor  der  Leere, 
vor  diesem  abstrakten  Raum,  worin  nur  die  Gespenster  pathe- 
tischer  Ausrufungszeichen  umgehen.  Wenn  die  allerneuesten 
Aesthetiker,  die  hinter  diesen  neuesten  Produzenten  natiirlich 
schon  herlaufen,  uns  einreden  wollen:  diese  Leere,  dieses  kaum 
lyrische,  sondern  mehr  rhetorische  Kreisen  der  Phantasie  um 
die  ekstatische  Stimmung  des  vom  grossen  Totendrang  geschwell- 
ten  Ich,  das  sei  eben  das  neue  grosse  Kunstprinzip  —  so  ist 
das  natiirlich  Unsinn.  Die  Theorie,  dass  ein  Drama  moglich 
und  notwendig  sei,  worin  die  ganze  Welt  nur  als  Spiegelung  der 
Seele  des  dramatischen  Helden  vorkommt,  halte  ich,  soweit  sichs 
um  eine  Normsetzung  handelt,  fur  objektiv  falsch.  Aber  sie  ist 
hier  auch  subjektiv  unbegriindet  —  denn  wo  ist  in  diesen  ge- 
spenstisch  armseligen  Stricken  die  ‘  ganze  Welt,’  die  Gleichnis  der 
Dichter-  oder  Helden-Seele  werden  soli?  Beim  spaten  Strind¬ 
berg  ist  dies  Innendrama,  dieser  ungeheuer  dramatische  Lyrismus 
freilich  auf  eine  Art  Wirklichkeit  geworden,  weil  sein  Ich  die 
ganze  Welt  mit  all  ihren  ungeheueren  Spannungen  und  Kampfen 
in  sich  geschlungen  hat.”  But,  says  Bab,  the  “  knaben  ’’-drama¬ 
tists  of  young  Germany  have  no  such  Ich  and  consequently 
have  no  possibility  of  portraying  the  world. 

In  this  article,  as  in  the  earlier  ones,  we  have  repeated  em¬ 
phasis  on  the  “  Ausstrahlungen  des  Ichs,”  this  time  expressed  as 
“  Spiegelung  der  Seele  and,  again,  the  lyricism  of  expressionistic 
drama.  Bab  is  obviously  discouraged  with  the  abstractness, 
the  emptiness  and  the  more  rhetorical  than  lyrical  qualities  of 
this  new  drama.  This  literary  product  seems  little  more  than 
ecstatic  rant  from  puffy  egos.  Nevertheless,  Bab  does  admit 
that  a  kind  of  reality  is  obtained  by  a  writer  of  the  caliber  of 
Strindberg,  a  writer  whose  ego  has  so  been  filled  with  the  strain 
and  battle  of  a  world  of  experience  that  the  radiation  from  his 
ego  does  put  an  aspect  of  reality  on  the  stage. 

The  latest  available  article  on  expressionism  by  Bab  is  in- 
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eluded  in  a  book  on  the  German  drama  edited  by  R.  F.  Arnold.6 
In  this  work  the  critic  stands  at  some  distance  from  expression¬ 
ism,  especially  from  those  phases  "which  he  discussed  between 
1916  and  1918.  Bab  is  still  skeptical  of  expressionism,  still  lack¬ 
ing  in  positive  sympathy,  for  in  his  review  of  the  products  of 
the  movement  he  finds  scarcely  a  work  that  is  of  genuine  literary 
worth  though  there  are  a  number  of  value  in  literary  history. 
Time,  however,  has  enabled  the  critic  to  establish  his  values 
with  cooler  judgment  than  heretofore. 

In  this  essay  Bab’s  method  is  that  of  individual  treatment  of 
expressionistic  dramatists.  He  includes  in  his  study  a  rather 
large  number  of  contributors  to  the  new  movement:  Sorge, 
Strindberg,  Sternheim,  Kaiser,  Hasenclever,  Werfel,  Kornfeld, 
von  Unruh  and  others  of  equal  or  lower  rank.  The  inclusion  of 
Strindberg  in  this  study  is  naturally  based  on  his  influence  on  the 
expressionists. 

Sorge’s  Der  Bettler  6  is  acclaimed  as  one  of  the  most  remark¬ 
able  dramas  that  ever  appeared  in  German  literature,  though 
the  qualification  “  remarkable  ”  by  no  means  guarantees  the 
aesthetic  worth  of  the  play.  In  many  respects,  indeed,  the  drama 
is  the  product  of  childish  dilettantism.  The  author  himself,  who 
has  written  a  play  and  cannot  dispose  of  it,  is  the  theme  of  the 
drama.  But,  says  Bab,  there  are  also  characteristics  of  genius 
in  the  work. 

In  this  drama,  Der  Bettler,  “  die  ganze  wirkliche  Welt  ist  un- 
dicht  geworden.  Geist,  Vision,  Gespenst  entquillt  ihr  bei  jeder 
Bewegung.  Der  Dichter  steht  selber  als  Hauptfigur  auf  der 
Szene,  und  wie  er  hinbliekt  und  hinfiihlt,  so  verandert  sich  die 
gedichtete  Welt:  aussere  Vorgange  warden  zu  inneren,  innere  zu 
ausseren.”  7  This  drama  was  written  and  even  published  several 

5  Bab,  Julius,  “  Expressionisunus,”  Das  deutsche  Drama,  Beck,  Munchen, 
1925,  pp.  783-811.  6  Written  1910,  produced  1912. 

7  Bab,  Julius,  “  Expressionismus,”  Das  deutsche  Drama,  p.  784.  (This 
quotation  is  a  restatement  of  the  objectification  of  the  subject  in  which 
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years  before  expressionism  actually  became  known  as  a  literary 
movement,  and  yet  it  contains  essentially  the  characteristics  that 
make  an  expressionistic  drama.  It  is  immediately  qualified  as 
drama  which  is  bodied  by  the  radiation  of  the  ego,  by  Ausstrah- 
lungen  des  Ichs. 

With  respect  to  the  influences  operating  on  Sorge,  “  war  wohl 
der  weitaus  starkste  der  Strindbergs.”  And  Bab  points  especially 
to  Nach  Damaskus  and  Ein  Traumspiel  as  the  two  most  influen¬ 
tial  of  all  Strindberg’s  works.  He  also  explains  the  characteristics 
of  these  two  dramas  before  he  proceeds  with  his  study  of  the 
German  dramatic  expressionists: 

“  Im  Damaskusspiel  werden  nahezu  alle  Gestalten  zu  blossen  Spie- 
gelungen  des  Dichters,  des  ‘  Unbekannten,’  der,  ewig  dem  eigenen  Ich 
nachjagend,  seinen  Kraften,  Schwiichen  und  Gefahren  in  immer  neuen 
Visionen  begegnet.  In  Gestalten,  wohl  bemerkt,  deren  Realitat  der  Dichter 
nicht  ausdriicklich  aufhebt  —  dazu  miisste  er  ja  eine  andere,  echte  Realitat 
daneben  stellen;  sie  treten  alle  wie  wirkliche  Geschopfe  auf,  aber  sie 
verraten  immer  wieder  in  gespenstischer  Weise,  dass  sie  Leben  und  Kraft 
nur  aus  der  Seele  des  Unbekannten  empfangen.  Und  im  ‘  Traumspiel  ’ 
wird  unsere  ganze  soziale  Welt  als  der  Traum  einer  Gottertochter,  die 
Menschenlos  erfahren  will,  vorbeigerollt ;  die  Vorgiinge  werden  nicht  mehr 
nach  naturwissenschaftlichen  Moglichkeiten,  sondern  in  der  unbegrenzten 
Freiheit  des  Traums  nur  noch  nach  Gefiihlsassoziationen  verknupft.  .  .  . 
Vor  allem,  Strindbergs  Wirkung  war  eine  viel  reiner  asthetische  als  die 
Ibsens.  Es  waren  nicht  drohnende  moralische  Kampfrufe,  sondern  reine 
Gefiihlsbezauberungen,  die  aus  Stricken  wie  ‘  Damaskus  ’  und  ‘  Traumspiel  ’ 
wirkten.” * * *  8 

There  is  no  doubt  in  Bab’s  mind  regarding  the  expressionistic 
character  of  at  least  two  of  Strindberg’s  plays:  To  Damascus 
and  A  Dream  Play.  The  critic  also  considers  them  decidedly 
pertinent  to  his  study  of  German  expressionism,  and  takes  pains 
to  point  out  that  Sorge’s  expressionism  was  strongly  influenced 
by  Strindberg.  Furthermore,  the  distinguishing  expressionistic 
element  seems  clearly  to  be  Ausstrahlungen  des  Ichs. 

earlier  objective  experience  has  been  transmuted  into  psychic  complexes. 

The  result  is  that  the  objective  world  becomes  distorted  when  it  emerges 

as  psychic  complex  from  the  subject.  The  real  world  is  then  “  leaky.”) 

8  Ibid.,  pp.  785-786. 
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Sternheim,  the  next  dramatist  considered  •  by  Bab,  shows 
strongly  the  influence  of  Wedekind.  He  develops  the  dispatch- 
style  which  Wedekind  has  already  used.  Die  Kassette  9  shows 
that  Sternheim  has  sloughed  all  dispensable  words,  prepositions, 
articles  and  pronouns.  His  sentences  become  louder  and  shorter, 
until  the  dialogue  finally  races  forward  “  in  blossen  Ausrufen  ”  — 
a  forerunner  of  Schrei- drama.  Yet  Sternheim  is  not  essentially 
a  member  of  the  expressionistic  school  for  he  is  lacking  in  one  of 
the  primary  requisites  of  drama  radiating  from  the  ego,  Seele. 
The  evidence  of  telegram-style,  which  also  appears  among  ex¬ 
pressionists,  is  not  enough  to  qualify  Sternheim  as  an  expres¬ 
sionist  in  the  face  of  a  deficiency  in  far  more  important  charac¬ 
teristics. 

Georg  Kaiser,  “  der  Denkspieler,”  10  is  another  dramatist  of 
much  the  same  order  as  Sternheim.  Kaiser  also  develops  the 
Wedekind-Sternheim  telegram-style,  and  his  two  plays  Eu- 
ropa  11  and  Gilles  und  Jeanne  12  are  more  pantomime  texts  than 
they  are  dramas.  Furthermore,  the  characters  in  some  of  his 
dramas  are  certainly  not  individuals  but  types,  as  in  Gas 13 
and  Noli  me  TangereN  Yet  Kaiser,  though  a  skilful  artisan 
in  the  technique  of  the  drama,  is  also  lacking  in  Seele  and  is  on 
the  border-line  of  expressionism  rather  than  well  within  the 
limits. 

August  Stramm  carried  on  the  Wedekind-Sternheim-Kaiser 
technique  in  the  further  development  of  the  telegram-style.  In¬ 
deed,  he  went  to  such  an  extreme  that  the  dialogue  is  often  car¬ 
ried  on  by  single  words.  Stramm  made  attempts  at  pantomime 
texts,  but,  according  to  Bab,  accomplished  nothing.  His  work 
is  negative  and  nihilistic.  All  in  all,  Wedekind,  Sternheim, 
Kaiser  and  Stramm  can  only  be  considered  frontier  figures  in 
expressionism. 

9  Produced  in  1911.  12  Produced  1923. 

10  So  called  by  Diebold.  13  Published  1918. 

n  Published  1915.  14  Published  1922. 
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Hasenclever’s  Der  Sohn 15  is  the  literary  work  that  actually 
marks  the  official  appearance  of  the  young  generation.  “  Dies 
Stuck  ist  inhaltlich  primitiv,  formal  ein  Potpourri.  Da  gibt  es 
Wedekindsche  Wiistheiten  unci  Hofmannsthalsche  Lyrismen, 
Eulenbergsche  Romantik  und  Strindbergschen  Spuk,  Stern- 
heimsche  Zynismen  und  plotzliche  seherische  Ausbriiche,  die 
ganz  ersichtlich  von  dem  jungen  Sorge  stammen.”  16  This  drama, 
Der  Sohn,  makes  a  positive  break  from  Naturalism,  and  an¬ 
nounces  the  new  type  of  dramatic  art.  Later,  in  Die  Menschen ,17 
Hasenclever  uses  the  most  severe  style  of  Stramm ;  the  telegram- 
style  appears  as  pantomime  with  “  Ausrufeworten.” 

Through  Hasenclever  and  his  circle,  the  movement  was  offi¬ 
cially  baptized  “  Expressionism,”  and  the  product,  “  expres¬ 
sionists  drama.”  The  theoretical  nature  of  the  new  dramatic 
form  was  soon  making  its  way  to  the  press  in  numerous  essays. 
The  pronunciamento  of  this  circle  of  theorizers  has  been  sum¬ 
marized  by  Bab  as  follows:  “  Sie  verkundeten  den  subjektiven 
Charakter  aller  Figuren  auf  der  Biihne:  alle  Gestalten  nur 
Spiegelung  des  einen  Ich,  das  in  der  Mitte  steht!  und  deshalb 
die  Formen  der  Wirklichkeit  fur  das  szenische  Geschehen  belang- 
los! — Dergleichen  war  freilich  in  grossartiger  Weise  durch 
Strindberg  in  seinem  Damaskusdrama  gezeigt  worden  —  ja  die 
deutsche  Literatur  besass  ein  erhabenes  Beispiel  dieser  Art  Dra- 
matik  in  den  Szenen  von  Fausts  Tod  in  zweiten  Teil  der  Goethe- 
schen  Tragodie.” 18 

Bab  considers  a  rather  large  number  of  other  dramatists  and 
discovers  certain  elements  of  technique  in  this  so-called  expres- 
sionistic  drama.  Reinhard  Goering  employs  typical  characters 
in  his  drama  Seeschlacht; 19  and  this  play  had  much  influence 

15  Produced  1916. 

16  Bab,  “  Expressionismus,”  Das  deutsche  Drama,  p.  793. 

17  Published  1918. 

18  Bab,  “  Expressionismus,”  Das  deutsche  Drama,  p.  794. 

19  Produced  1918. 
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on  other  writers,  though  the  dramatist  and  his  drama  are,  in 
Bab’s  opinion,  essentially  weak.  Toller  makes  an  important 
variation  in  the  type  of  drama  by  introducing  the  social-political 
framework  in  his  Wandlung,20  in  Masse  Mensch,21  and  in  Die 
Maschinenstiirmer.22  In  addition  to  the  social-political  frame¬ 
work  Toller  adds  to  these  plays  an  atmosphere  of  dream.  He 
even  goes  so  far  as  to  describe  some  of  the  scenes  as  pictured  in 
a  “  dream  distance.” 

The  staging  of  drama,  especially  in  Toller’s  Wandlung,  gave 
evidence  of  the  influence  of  expressionism  in  art,  most  especially 
in  the  cubistic  effects  of  scene  arrangement.  In  spite  of  these 
so-called  contributions,  Bab  remains  rather  unsympathetic  to 
Toller’s  dramas.  Aesthetically,  they  are  of  little  value,  though 
Bab  concedes  that  the  works  may  have  some  place  in  literary 
history. 

Among  other  dramatists  discussed  by  Bab  is  Fritz  von  Unruh. 
He  also  makes  use  of  types  instead  of  individuals,  and  his  dramas 
run  rather  often  into  a  high  ecstatic  fever.  Bab  considers  von 
Unruh  vastly  overrated.  Paul  Kornfeld  proclaims  the  pure  soul- 
drama,  and  declares  that  since  psychology  has  done  as  little  as 
anatomy  to  portray  what  is  essentially  human,  it  must  be  dis¬ 
carded  in  dramatic  efforts.  Max  Brod  attempts  to  make  the 
stage  portray  soul-reactions,  but  he  has  no  significant  degree  of 
success.  Franz  Csokor,  Will  Peukert  and  Hans  Kaltneker  all 
follow  the  Strindbergian  way  to  Damascus. 

Franz  Werfel  early  wrote  lyrical  scenes  in  the  style  of  the 
first  expressionists,  though  these  scenes  never  reached  the  theater. 
Werfel  is  essentially  a  poet,  a  lyricist,  but  was  caught  in  the 
whirl  of  the  day  and  impelled  to  write  dramas.  Spiegelmensch  23 
is  dressed  in  the  robes  of  A  Thousand  and  One  Nights,  Goethe’s 
Faust,  Strindberg’s  A  Dream  Play  and  Ibsen’s  Peer  Gynt.  Yet, 
in  this  drama,  Werfel  fails  to  employ  the  very  lyrical  powers 

20  Produced  1919.  22  Produced  1922. 

21  Written  in  prison  1919.  23  Produced  1921. 


Expressionism  in  Drama 


47 


that  he  possesses.  Both  Spiegelmensch  and  Bocksgesang  24  ap¬ 
peal  to  Bab  as  rather  puffy  literature.  It  is  very  obvious  that 
the  critic  thinks  Werfel  would  have  done  far  better  to  ply  his 
art  in  poetry  instead  of  attempting  to  attune  his  song  to  ex- 
pressionistic  dissonance  and  yell. 

In  his  article  Bab  also  gives  us  Georg  Simmel’s  definition  of 
expressionism : 

Simmel  hat  von  Expressionismus  die  tiefe  Definition  gegeben,  er  set 
ein  Ausdruck  des  Widens,  das  Leben  absolut,  jenseits  all  seiner  Inhalte  zu 
erfassen. 

And  Bab  adds  his  own  comments: 

Diesem  Bedurfnis  nach  dem  Absolutem  dient  wohl  gleichmassig  jede 
Zerstorung  des  Organischen  durch  Verselbstandigung  der  Lebenselemente  — 
gleichviel,  ob  das  in  der  Richtung  auf  die  reine  Seele  oder  auf  den  reinen 
Korper  geschieht.  Und  so  erklart  sich,  dass  in  dieser  Generation  die 
Krampfe  der  vollig  entkorperten  Seele  sich  unmittelbar  und  in  bester 
Kameradschaft  neben  den  Orgien  des  ganz  entseelten  Korpers  finden.  Das 
Antiorganische  ist  die  tiefe  Gemeinsamkeit.25 

Without  indulging  too  much  in  repetition  it  is  possible  to  gather 
factors  from  Bab’s  articles  into  words  and  phrases:  namely,  con¬ 
fusion,  Ausstrahlungen  des  Ichs,  lyricism,  abstractness,  rhetorical 
ecstasy,  Seele,  childish  dilettantism,  spirit,  vision,  specter,  ob¬ 
jectification  of  subjective  experience,  dream-character,  telegram- 
style,  Schrei,  pantomime,  typification  of  characters,  social- 
political  framework  and  the  abandoning  of  psychology  in  the 
search  for  what  is  essentially  human.  These  factors  could  well 
be  grouped  under  a  few  headings,  but  inasmuch  as  that  labor 
must  be  performed  in  the  following  synthetic  study  of  a  large 
number  of  critics  it  is  wiser  to  delay  the  grouping  until  the  evi¬ 
dence  is  more  complete.  Bab  has  the  essential  elements  of 
expressionism  in  hand;  but,  like  the  majority  of  expressionistic 
critics,  he  has  discussed  the  elements  in  direct  relation  to  specific 
works  of  art.  The  ordering  of  control  factors  remains  to  be  done. 

24  Produced  1922. 

25  Bab,  “  Expressionismus,”  Das  deutsche  Drama,  p.  804- 


CHAPTER  V 


GENERAL  CHARACTERISTICS  EVIDENCED  BY  A 
SYNTHETIC  STUDY:  I,  ELEMENTS  OF  THEORY 

HE  three  preceding  chapters  are  intended  especially  as  a 


preparation  for  the  synthetic  study  that  is  to  follow.  The 
critics  were  chosen  because  their  articles  are  more  inclusive  than 
others,  or  are  in  other  respects  immediately  pertinent  to  this 
study.  We  should  be  able  to  establish  norms  even  now,  but  to 
make  this  work  more  valid  a  synthetic  study  will  be  made  of  a 
large  number  of  critics.1  Documentation  becomes  of  no  im¬ 
portance,  for  the  ideas  presented  are  common  property  and 
represent  as  nearly  as  possible  an  agreement  among  critics  rather 
than  an  itemization  of  the  special  individual  contributions.  Due 
credit  will  be  given,  however,  when  reference  is  made  directly 
to  a  critic  whose  material  is  more  aptly  and  clearly  presented 
than  that  of  any  other. 

The  study  divides  itself  obviously  into  two  parts:  elements  of 
the  theory  of  expressionism,  and  elements  of  dramatic  practice. 
The  critics  are  not  always  clear,  nor  beyond  contradictions,  in 
the  statement  of  theory;  and  emphasis,  of  course,  too  often 
varies  according  to  the  personality  of  the  critic.  Yet,  by  exercis¬ 
ing  care,  one  can  gather  enough  positive  material  from  this  rather 
unwieldy  mass  to  establish  the  validity  of  the  control  factors 
already  indicated.  As  a  matter  of  fact,  these  control  factors  are 
already  largely  established  by  the  critics  that  have  been  dis¬ 
cussed.  It  remains  now  to  add  a  little  more  leaven  to  this 
critical  dough. 


1  See  bibliography. 
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In  searching  for  material  among  the  early  critics,  those  who 
wrote  while  the  movement  itself  was  growing,  one  finds  himself 
as  a  rule  in  a  maze  of  rant,  unqualified  praise  and  of  scoffing  by 
the  scorners.  The  rant  cries  out  for  expression  of  the  soul,  the 
spirit,  the  absolute,  the  infinite,  the  cosmic  ego;  and  it  calls  on 
all  the  idealistic  philosophers  and  all  the  great  writers  of  every 
age  to  bear  witness  that  expressionism  rests  on  the  topmost  plane 
of  thought  and  artistic  endeavor.  The  unqualified  praise  points 
a  finger  to  dramatic  works  of  the  expressionists  as  certain  proof 
of  the  lofty  character  of  the  art,  and  there  is  almost  as  much 
lack  of  critical  understanding  and  evaluation  here  as  among 
the  autistic  painters.  The  scoffers  either  indulge  themselves  hu¬ 
morously  or  else  declare  themselves  overwhelmed  with  a  cos¬ 
mic  disgust  at  the  pretensions  of  such  dilettantism.  It  is 
really  only  in  the  period  following  1919  that  the  rant  actually 
shows  signs  of  exhaustion  and  criticism  becomes  collected  and 
calm  enough  to  make  judgments.  The  majority  of  articles 
selected  for  this  study  fall  then,  naturally,  in  the  years  1919  to 
date. 

The  following  elements  should  not  be  considered  in  absolute 
division,  that  is,  these  are  not  disparate  factors  in  expressionism. 
All  the  elements  are  related  and  are  conditioned  by  one  another. 
The  division,  nevertheless,  is  not  purely  arbitrary;  it  has  been 
precipitated  from  the  omnium-gatherum  of  a  large  number  of 
critical  works. 


AUSSTRAHLUNGEN  DES  ICHS 

Foremost  among  the  elements  is  the  concept  of  the  Ausstrah- 
lungen  des  Ichs  —  the  radiation,  expansion  and  unfolding  of  the 
ego.  This  is  partly  explained  by  the  phrase  “  stream  of  conscious¬ 
ness  ”  which  is  current  in  our  English  terminology.  Yet  “  stream 
of  consciousness  ”  offers  too  frequently  the  possibility  of  itemiza¬ 
tion  of  the  elements  of  consciousness,  lingers  too  close  to  the 
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realm  of  psychology.  For  the  expressionist,  consciousness  is  no 
manifoldly  died  punch  press  turning  out  countless  items  of  similar 
or  dissimilar  pattern.  It  is  rather  a  unifying  instrument  that 
moulds  oneness  of  the  countless  items  poured  into  it.  The  ego 
is  the  predominant  element  in  our  universe;  it  is,  indeed,  the 
very  heart  of  the  world’s  reality.  For  the  artist,  the  ego  is  a 
magic  crystal  in  which  the  absolute  is  in  constant  play.  It  is  the 
subject  that  registers  the  everlasting  state  of  becoming  that 
qualifies  our  world;  and  this  subject  has  an  anti-pole  object 
which  is  functional  only  in  giving  meaning  to  the  subject.  Con¬ 
versely,  the  subject  must  give  meaning  to  the  object.  It  is  this 
ego,  this  subject,  this  magic  crystal  that  actually  gathers  reality 
in  its  ultimate  character. 

The  expressionist  obviously  cannot  be  satisfied  with  reality  as- 
reported  to  us  by  our  senses  and  classified  for  us  by  the  scientists. 
He  is  not  content  with  mere  earth-stuff,  nor  with  those  superficial 
meanings  that  obtain  from  the  observation  of  outward  play  of 
object  on  object.  Even  in  this  field  science  has  proved  again 
and  again  that,  its  long  road  to  the  heart  of  reality  has  not  been 
very  successful,  that  its  findings  along  the  way  have  often  been 
colossal  blunders,  that  with  all  its  research  it  has  given  no  more 
meaning  to  reality  than  the  Greek  philosophers  offered.  Science, 
of  course,  will  not  permit  the  play  of  subject  on  object;  it  merely 
wishes  to  report  the  play  of  object  on  object  without  interference 
on  the  part  of  the  subject.  This,  to  the  expressionist,  means  that 
the  scientist  will  never  approach  the  ultimate  character  of  reality, 
never  will  get  at  the  meanings  that  lie  behind  objects  and  their 
play  upon  one  another. 

The  expressionist  thus  turns  everlastingly  unto  his  “  self,” 
turns  his  gaze  within  the  ego.  It  is  not  through  science  and  for¬ 
mulae  that  man  can  comprehend  reality  and  wrest  meaning  from 
chaos,  but  rather  intuition.  The  quick  of  reality  can  only  be 
gathered  or  apprehended  intuitively  by  virtue  of  the  integration 
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of  manifold  experience;  in  the  words  of  Marzynski,  by  the  flow 
of  ego  and  world  in  the  supersubjective  individual. 

From  this  element  it  is  clear  that  the  theory  of  expressionism 
tends  toward  solipsism.  And  this  is  rightly  so,  for  only  if  all  is  a 
manifestation  of  the  ego,  is  inextricably  bound  up  with  it,  can 
this  same  ego  intuitively  comprehend  the  all,  and  the  essential 
reality  that  lies  behind  its  material  face.  The  ego  is  a  magic 
crystal  in  which  the  absolute  is  in  constant  play;  it  is  in  fact  the 
only  existent  thing. 

The  ego  as  the  source  of  reality  determines  the  supersubjective 
character  of  expressionism.  Ausstrahlungen  des  Ichs  gives  added 
evidence  of  the  very  small  part  that  the  object  plays.  It  is  not 
at  all  independent.  It  becomes  more  and  more  like  the  tail-piece 
of  an  aeroplane,  essential  for  balance;  and,  when  it  is  lost  —  see 
expressionistic  paintings!  The  expressionist  may  declare  that 
he  maintains  the  inseparable  duality  of  subject  and  object,  but, 
as  even  Marzynski  concedes,  the  emphasis  is  placed  exclusively 
on  the  subject.  Through  the  function  of  Ausstrahlungen  des  Ichs, 
the  expressionist  aspires  to  the  sublimation  of  the  subject. 

THE  UNCONSCIOUS 

The  unconscious  plays  a  definite  role  in  this  scheme  of  things. 
Intuition  cannot  be  credited  alone  to  consciousness,  for  then  the 
scientist  could  immediately  fasten  upon  this  faculty  and  explain 
it  to  us.  Intuition  must  be  viewed  more  or  less  as  an  experience- 
permutation,  or  experience-combination,  projecting  definitely, 
if  not  clearly  and  fully,  into  the  conscious.  We  note  that  in 
dreams  we  do  not  always  encounter  manifestations  of  recent 
objective  experience.  In  fact,  it  seems  that  the  whole  mind  has 
to  fasten  on  an  objective  experience  and  brood  on  it  to  occasion 
the  appearance  in  a  dream  that  closely  follows  the  experience 
itself.  Usually,  there  is  a  queer  combination  of  past  events, 
things  that  have  slumbered  away  from  consciousness  and  memory 
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and  dropped  into  the  unconscious,  secret  desires  or  events  lacking 
conscious  vividness,  that  make  up  the  character  of  our  dreams. 
So  it  is  with  intuition;  it  does  not  gather  immediately  from  con¬ 
sciously  controlled  objective  experience;  it  arises  more  or  less 
as  an  experience-permutation  from  the  unconscious. 

The  expressionist,  then,  is  anxious  to  examine  the  unconscious 
not  from  the  analytical  method  of  the  psychologist,  but  from  the 
synthetic  method  of  the  psychoanalyst.  He  does  not  wish  to 
add  to  the  affects  2  reported  by  science,  but  desires  to  synthesize 
all  affects  in  order  that  they  may  be  functional  in  that  form  of 
cognition  that  is  called  intuition.  He  desires,  in  fact,  to  get 
behind  the  affects  and  seize  upon  the  essential  reality  of  which 
they  are  merely  manifestations.  The  expressionist  seeks  to  give 
meaning  to  all  that  happens  within  the  ego,  to  grasp  into  the 
chaos  of  the  unconscious  and  bring  to  the  light  of  consciousness 
whatsoever  meaning  there  is  to  this  existence  of  ours. 

EXPERIENCE 

For  the  expressionist,  objective  experience  is  merely  the  stim¬ 
ulus  for  inner  experience;  the  latter  is  the  important  element. 
Here  again  the  play  of  the  objective  world  is  significant  only  as 
it  is  gathered  by  consciousness,  remoulded  in  the  unconscious 
and  presented  once  more  by  intuition  for  objectification.  If 
experience  means  simply  objective  contact,  it  can  lead  only  to 
habit  and  not  to  contemplation ;  it  can  do  little  more  than  stim¬ 
ulate  activity  toward  what  is  pleasant  and  what  is  unpleasant 
and  develop  habitual  responses.  It  will  discover  and  classify  an 
infinite  number  of  things,  but  it  will  not  give  a  synthetic  concept 
of  essential  reality  lying  behind  all  things.  It  can  develop  the 
animal  in  its  maintenance  of  existence,  but  will  never  reveal  the 
secret  of  existence. 

Thus,  for  the  expressionist,  objective  experience  must  be  trans- 
2  For  meaning  of  affects  see  p.  37  above. 
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muted  into  inner  experience  before  it  is  functional  in  the  search 
for  reality.  This  inner  experience  is  the  play  of  the  absolute  in 
the  magic  crystal  of  the  ego.  It  is  this  that  the  expressionist 
would  isolate  in  an  art-form  in  order  that  the  essence  of  being 
may  become  more  tangible. 

WELT  ALS  EINHEIT 

It  should  now  be  clear  that  the  expressionist  is,  in  a  sense, 
an  idealistic  monist!  All  things  are  one  thing.  Soul  and  body, 
material  and  immaterial,  subject  and  object,  these  are  anti-poles 
for  the  concept  of  reality  but  are  not  endowed  with  separate 
existence;  they  are  antitheses  from  which  reality  may  be  wrested. 
There  is  an  inseparable  dualism  of  “  you  ”  and  “  I  ”  that  is  a 
function  of  the  unity  in  reality.  It  is  like  Christian  theology  in 
its  presentation  of  the  godhead:  Father,  Son  and  Holy  Ghost. 
These,  though  separate  manifestations,  are  nevertheless  con¬ 
sidered  in  an  hypostatic  union  which  forbids  three  gods  to  rise 
out  of  the  monotheistic  concept  of  deity.  Behind  these  mani¬ 
festations  and  attributes,  these  affects,  stands  a  unified  God. 
Likewise  behind  all  the  affects  of  our  universe  there  is  a  unity 
in  reality. 

Science,  too,  has  worked  toward  the  same  end.  The  large 
number  of  elements,  differentiated  according  to  the  nature  of  the 
respective  atoms,  at  one  time  demanded  a  polyistic  view  of  ob¬ 
jective  reality.  Now,  however,  matter  has  been  unified  again  by 
investigations  within  the  atom.  The  elemental  stuff  of  each 
atom  is  like  that  of  every  other  atom,  but  the  arrangement  is 
different  in  each.  Yet  science  has  been  too  much  concerned  with 
the  object  alone,  has  reduced  to  nil  the  strength  of  the  subject. 
The  expressionist  holds  that  the  scientist  is  bound  to  be  baffled 
in  his  attempt  to  get  at  the  heart  of  reality  that  lies  not  simply 
behind  the  object  but  indeed  within  the  subject-object  insepa¬ 
rable  duality. 
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The  expressionist  attempts  to  seize  upon  the  world  in  its  one¬ 
ness.  He  does  this  intuitively  by  emphasis  of  the  subject,  though 
not  by  total  rejection  of  the  object,3  since  the  object  after  all  has 
responsibility  in  stimulating  inner  experience.  He  believes  that 
only  through  this  concept  of  “  Welt  als  Einheit  ”  can  reality 
ever  be  apprehended. 

SEELE  UND  GEIST 

Seele  accounts  for  the  pure  untrammeled  feeling  in  man.  It 
is  an  expression  of  his  yearning  for  the  absolute,  his  ecstasy  in 
apprehending,  if  not  fully  comprehending,  the  essential  reality 
of  our  universe.  It  is  the  uncontrolled  expansive  element  in  the 
unconscious  that  is  impatient  at  the  bonds  of  convention  and 
intellect  developed  in  consciousness.  It  is  the  content  side  of 
our  being  minus  the  form.  It  is  expression  without  symbols  that 
lend  interpretation.  In  its  single  state,  unformed,  not  condi¬ 
tioned  by  the  critical  understanding  that  consciousness  brings, 
Seele  can  find  expression  only  in  yell,  in  babble,  or  in  meaningless 
strokes  of  the  brush. 

A  number  of  the  critics  breathe  forth  prayers  for  more  Seele 
and  more  Geist  in  literature,  as  the  proper  road  to  expressionism. 
This  would  be  very  promising  were  it  not  for  the  fact  that  the 
two  are  so  often  confused  that  they  become  identical,  to  the 
annihilation  of  Geist  which  then  becomes  synonymous  with  Seele. 
Diebold,  however,  has  sensed  the  confusion  and  has  given  us  the 
distinctions  that  obtain  among  the  more  clear-headed  critics. 

Diebold  4  says  that  Seele  feels  the  chaos,  whereas  Geist  thinks 
the  cosmos.  As  already  indicated,  Seele  tends  toward  dynamic 
formless  feeling;  Geist,  on  the  other  hand,  is  an  ordering  element. 
“  Kubismus,  Architektur  und  Fuge;  Elassik,  '  Form  ’  und  elea- 
tisches  Sein;  tatiger  Glaube,  Ethos,  Wille  —  das  ist  wesentlich 

3  Except,  of  course,  the  extreme  cases  of  autistic  painting,  and  the 
dadaistic  offspring  of  expressionistic  literature. 

4  Diebold,  Anarchie  im  Drama,  p.  25. 
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vom  Geiste.  Expressionismus,  lyrischer  Schrei,  Melodie  und 
verschwimmende  Farben;  Romantik,  ‘  Ausdruck  ’  und  herakli- 
tisches  Werden;  Heiligenkultus,  liebende  Hingabe  —  das  ist 
wesentlich  von  der  Seele.”  The  only  criticism  of  Diebold’s  dif¬ 
ferentiation  of  the  two  is  that  Seele  is  obviously  already  con¬ 
ditioned  by  Geist,  the  ordering  element,  when  it  takes  on  com¬ 
prehensible  and  tangible  form. 

The  earliest  critics  of  expressionism,  naturally  the  protagonists, 
put  such  an  emphasis  on  Seele  that  Geist  was  often  relegated 
unto  Sheol;  or  else  these  critics  employed  the  term  Geist  as  a 
means  of  avoiding  the  repetition  of  the  word  Seele.  Later  critics, 
however,  recognize  that  Geist  and  Seele  cannot  be  separated  any 
more  than  subject  and  object.  Again,  the  inseparable  duality 
prevails.5  One  cannot  put  out  one  eye  with  the  hope  of  obtaining 
better  sight;  neither  can  one  exclude  the  ordering  element  of 
Geist  and  expect  Seele  to  rise  to  a  higher  plane.  The  expression 
of  pure  feeling  could  only  be  an  indication  of  chaos,  a  content 
without  form,  an  unqualified  something  that  could  never  be 
ordered  in  consciousness.  It  would  also  make  the  expressionist’s 
search  for  the  heart  of  reality  as  hopeless  as  that  of  the  scientist, 
for  reality  lies  neither  at  one  anti-pole,  object,  nor  at  the  other, 
subject.  It  lies  somewhere  between  the  two.6 

Though  expressionism  may  be  content  to  emphasize  in  its 
theory  that  Seele  is  important  almost  to  the  point  of  excluding 
Geist,  practice  reveals  the  fact  that  form  must  be  employed  to 
some  extent.  The  result  otherwise  is  something  like  dadaistic 
literature.  A  survey  of  dramas  reveals  also  that  expressionistic 
form  has  had  far  more  vogue  than  expressionistic  theory,  a  clear 

5  If  one  played  a  bit  with  genders  die  Seele  and  der  Geist  would  offer 
still  more  room  for  speculation.  One  might  use  three  books  as  a  basis  for 
this  study:  Otto  Weininger’s  Geschlecht  und  Charakter;  Leopold  von 
Wiese’s  Strindberg  —  Ein  Beitrag  z.  Soziologie  d.  Geschlechter ;  and 
Spengler’s  Der  Untergang  des  Abendlandes,  II,  401^403  (English  transla¬ 
tion,  II,  327-329).  6  See  above,  pp.  35-36. 
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indication  of  the  tangibility  of  Geist  and  the  intangibility  of 
Seele.  It  takes  the  genius  artist  so  to  mould  Geist  and  Seele  that 
the  latter  may  radiate  from  an  art-product  unencumbered  by  an 
obtrusive  form. 

OTHER  RELEVANT  FACTORS 

Under  this  head  we  shall  discuss  the  parallel  with  music,  the 
relation  to  religion  and  the  “  worth  of  man.”  These  elements 
are  very  common  to  expressionistic  criticism  and  cannot  well  be 
included  under  the  factors  already  discussed. 

The  Parallel  with  Music 

A  large  number  of  critics  point  to  music  as  the  purest  of  ex¬ 
pressionistic  arts.  They  say,  in  fact,  that  music  alone  can  truly 
be  expressionistic,  can  so  mould  Seele  and  Geist  that  the  former 
may  find  expression  without  emphasis  on  the  latter.  Music  is, 
indeed,  pure  Seele,  is  wholly  feeling,  when  it  reaches  the  ears  of 
the  listener.  Music  transmutes  objective  experience  into  sub¬ 
jective  experience  so  thoroughly  that  in  the  objectification  of  the 
latter  the  original  experience  is  wholly  lost  from  consciousness. 
The  scores  give  evidence  of  order,  of  form,  of  the  regulating 
Geist ;  but  when  music  comes  to  us  as  sound  it  comes  as  unbodied 
Seele.  It  formulates  no  scientific  theories,  it  gives  in  orches¬ 
trations  no  social  creeds,  it  pronounces  no  religious  doctrines 
and  indeed  offers  no  philosophical  concepts.  The  form  is  quite 
functional  in  presenting  Seele  without  attracting  attention  to 
Geist.’’ 

Painting  and  literature  would  also  present  inner  experience 
without  undue  reference  to  the  stimulating  object,  would  give  us 
Seele  without  the  obtrusive  Geist.  Painting  has  tried  its  hand 
at  optical  counterpoint,  and  literature  has  become  more  lyrical 

7  Bach’s  compositions  in  counterpoint  may  be  considered  as  exceptions, 
but  certainly  no  music-lover  would  call  the  form  obtrusive. 
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in  this  attempt  to  transmute  objective  experience  into  expressive 
Seele.  But  painting  became  autistic  with  the  extremists,  and 
expressionistic  literature  was  responsible  for  the  rise  of  dadaism. 
Perhaps  the  services  of  a  psychoanalyst  are  again  in  demand  to 
explain  why  music  can  build  out  of  Seele  so  completely  and  still 
not  deliver  the  composer  to  the  madhouse. 

The  emulation  of  the  effect  of  music  is  an  additional  cry  for 
more  subjectivism  in  painting  and  literature;  indeed,  for  super¬ 
subjectivism.  The  musician  has  in  his  soul  a  magic  harp  on 
which  the  absolute  constantly  plays.  The  painter  and  the  lit¬ 
erary  artist  cry  out  for  the  magic  crystal  of  the  ego  in  which  the 
absolute  is  in  constant  play.  And,  more  than  that,  they  pray 
for  eyes  that  may  see  and  interpret  what  is  revealed  in  this  magic 
crystal.  Sounds  float  unbodied,  in  constant  motion,  in  constant 
union  with  the  absolute,  and  give  us  an  intuition  of  essential 
reality.  Why  should  not  colors  and  lines  function  thus  for  the 
painter,  and  words  for  the  writer?  Irrespective  of  his  lack  of 
outstanding  success,  the  expressionist  has  felt  and  declared  that 
there  must  be  means  in  the  arts  for  expressing  reality  as  music 
does. 

The  Relation  to  Religion 

Expressionism  is  not  comparable  to  science,  but  rather  finds 
association  with  philosophy  and  religion.  It  does  not,  however, 
confess  union  with  any  particular  creed  or  institution;  it  allies 
itself  with  the  spirit  of  all  religions.  It  cries  out  for  God,  for  a 
spiritual  concept  of  life,  and  it  rejects  the  crass  materialism  of 
the  institutionalized  forms  of  religion.8  The  result  is  that  ex¬ 
pressionism  develops  something  of  a  passion  for  the  Orient,  the 
mother  of  religions,  and  for  mythologies,  the  foster-children  of 
religions.  Distance  from  institutions,  whether  time  or  spatial 
distance,  makes  possible  an  emphasis  on  spiritual  values.  This 

8  See  Spengler,  Der  Vntergang  des  Abendlandes,  I,  544;  II,  380  (English 
translation,  I,  424 ;  II,  310)  regarding  the  “  second  religiousness.” 


58 


Strindberg’s  Dramatic  Expressionism 


concept  of  religion  is  necessarily  closely  qualified  by  mysticism, 
for  a  confessionless  religion  becomes  more  and  more  mute  as  it 
becomes  less  explicative. 

Even  here  the  cry  for  God  is  one  with  the  cry  for  Seele.  It  is 
a  cry  for  spiritual  values  unhampered  by  heavy  theology  and 
convention.  It  is  not  a  desire  to  escape  to  God,  to  flee  the  world, 
but  a  yearning  to  realize  God,  to  find  oneself  in  God,  and  God 
in  self. 

Professor  Hans  Naumann  has  laid  much  stress  on  this  God¬ 
seeking  among  the  expressionistic  lyricists.9  Indeed,  as  time 
passes,  this  religious  element  of  expressionism  assumes  greater 
importance.10 

The  Worth  of  Man 

Stress  on  mankind,  on  human  values,  surges  through  expres¬ 
sionistic  drama  and  is  an  important  element.  Werfel,  as  quoted 
by  so  many  critics,  shouts,  “  The  World  begins  in  Man!  ”  Away, 
then,  with  all  these  things  that  tend  to  rob  man  of  his  opportunity 
to  realize  himself!  Away  with  the  materialistic  notions  that 
enslave  man  to  machines  and  machine-made  concepts!  Social¬ 
ism,  which  caters  to  a  materialistic  brotherhood,  cannot  serve 
here.  Rather,  one  needs  a  spiritual  brotherhood  among  men. 
Socialism  is  busy  with  the  objective  side  of  life  and  even  blots 
out  the  spirit  by  its  uniformity  and  its  insistence  on  the  will  of 
the  group.  For  expressionism,  there  is  no  problem  of  the  in¬ 
dividual  and  the  group  to  be  solved  mechanically  and  captioned 
Anarchism,  Republicanism,  Democracy,  Socialism,  Communism, 
or  any  other  -ism.11  Again,  expressionism  would  point  out  that 
the  individual  on  the  one  hand  and  the  group  on  the  other  are 
anti-poles;  the  heart  of  reality  lies  somewhere  between  the  two. 

9  “  Rainer  Marie  Rilke  and  the  Transition  to  Expressionism,”  lecture 
at  the  University  of  Michigan,  January  24,  1929. 

10  See  Wilhelm  Knevels,  Expressionismus  und  Religion. 

11  Except  expressionism. 
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This  heart  of  reality  lies  in  the  spiritual  brotherhood  of  man,  and 
can  only  be  attained  by  a  reevaluation  of  the  meaning  of  human. 
Expressionism  points  to  essential  human  values  rather  than  to 
the  product  of  man’s  hands  or  intellect.12 

Rudolf  Wolff  reveals  the  fact  that  woman  plays  a  new  role 
in  the  expressionistic  order  of  things.  There  is  a  definite  hope 
among  men  that  blessings  may  come  to  them  through  woman. 
She  is  no  longer  considered  merely  wife,  the  opposite  sex ;  rather, 
she  is  a  comrade,  a  friend,  a  fellow-creature  whose  social  rank  in 
the  struggle  for  being  is  on  the  same  plane  as  that  of  man.  It 
is  no  longer  a  blind  love  that  draws  the  two  sexes  together,  but 
rather  the  understanding  love  that  one  fellow-being  has  for 
another.13 

The  yearning  for  the  establishment  of  human  values  is  an 
evidence  of  objectivity  in  expressionism.  No  matter  how  much 
one  stresses  Seele,  how  much  one  cries  out  for  the  spiritual 
brotherhood,  human  relationships  of  an  objective  nature  must 
have  some  place.14  It  is  even  questionable  that  these  objective 
relationships  may  be  so  transmuted  by  inner  experience  that  the 
objective  experience  itself  could  not  be  found.  Indeed,  it  would 
seem  desirable  in  establishing  the  worth  of  man  that  his  objective 
experience  be  held  in  the  light  of  consciousness.  Yet  one  thing 
is  certain :  though  expressionism  at  times  may  savor  of  socialism 
and  at  times  the  opposite  political  extreme  of  anarchism,  it  as¬ 
suredly  fosters  no  political  party  even  as  it  confesses  to  no  re¬ 
ligious  creed.  It  is  crying  out  for  a  restatement  of  values  in  all 
our  relationships.  Indeed,  it  wants  to  get  behind  all  these  rela¬ 
tionships  and  fasten  on  something  that  is  durable. 

12  This  by  no  means  invites  a  sickly  sentimental  humanitarianism. 

13  Wolff,  Rudolf,  Die  neue  Lyrik,  pp.  7,  12. 

14  Unless  we  have  here,  through  the  influence  of  the  Jewish  expression¬ 
ists,  something  that  is  comparable  to  Spengler’s  interpretation  of  the 
“  Magian  Soul.” 
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RESUME  OF  FACTORS  IN  THE  THEORY 

This  theory  of  expressionism  is  admittedly  no  well-defined 
system  of  thought,  and  may  well  deserve  the  smile  of  superiority 
and  condescension  which  some  give  it.  It  is  not  entirely  coherent, 
is  not  without  contradictions,  and  is  not  free  from  the  charge  of 
naivete.  It  reminds  one  too  often  of  the  child’s  gesture  of  reach¬ 
ing  for  the  sun’s  rays,  an  attempt  to  grasp  the  intangible.  It  is 
almost  a  “  form  that  cannot  be  formulated  ”  into  a  definite  sys¬ 
tem.  At  best,  this  theory  can  only  be  ordered  intuitively;  it 
cannot  be  framed  in  orderly  language. 

This  by  no  means  invalidates  the  material  for  our  use,  for  in 
this  work  critical  understanding  has  been  applied  to  selecting 
from  the  writers  on  expressionism,  not  to  justifying  or  repudiat¬ 
ing  what  they  set  forth.  There  are,  moreover,  elements  on  which 
we  can  fasten  our  study.  The  factor  Ausstrahlungen  des  Ichs 
with  stress  on  the  subject,  and  the  consequent  concept  of  cosmos 
in  constant  play  in  the  ego  give  us  a  clue  for  our  study.  The 
roles  of  Seele  and  Geist  give  another;  the  unconscious  and  inner 
experience,  with  the  parallel  to  dreams,  establish  more  norms. 
Likewise,  the  relations  to  music  and  to  religion,  and  the  emphasis 
on  the  worth  of  man  afford  norms  for  our  study,  though  they  are 
norms  that  must  be  used  in  association  with  others. 

It  must  be  repeated  that  no  one  of  these  factors  is  sufficient  in 
itself  to  warrant  the  qualification  expressionistic.  The  factors 
must  be  considered  in  sum  as  an  interpretation  of  the  theory  of 
expressionism.  Furthermore,  it  should  be  obvious  to  the  casual 
reader,  as  well  as  to  the  critic,  that  systematization  gives  an 
X-ray  picture  and  not  a  charming  flesh-and-blood  portrait.  Ex¬ 
pressionism  must  not  be  damned  just  because  the  critical  ap¬ 
praisal  of  it  may  be  dull  and  lifeless. 


CHAPTER  YI 


GENERAL  CHARACTERISTICS  EVIDENCED  BY  A 
SYNTHETIC  STUDY:  II,  FACTORS  IN 
DRAMATIC  PRACTICE 

JN  THE  following  section  we  are  attempting  to  group  the 

elements  as  nearly  as  possible  under  headings  that  have 
already  been  employed  in  Chapter  V.  This  is  not  entirely  suc¬ 
cessful  owing  to  the  fact  that  some  factors  in  practice  may  well 
be  determined  by  several  elements  of  the  theory.  Moreover, 
these  factors  in  expressionistic  practice  are  by  no  means  free 
from  confusion. 

It  must  not  be  assumed  that  the  practice  was  wholly  an  out¬ 
growth  of  the  theory,  even  when  in  accord  with  it.  The  theoriz¬ 
ing,  as  already  indicated,  was  done  for  the  most  part  by  the 
Hasenclever  circle,  immediately  following  the  production  of 
Der  Sohn  and  several  years  after  Sorge’s  Der  Bettler  had  been 
produced. 

Furthermore,  it  must  also  be  remembered  that  Strindberg’s 
dramas  were  appearing  on  the  German  stage  with  ever  increasing 
frequency  several  years  before  the  expressionistic  movement 
really  broke  through  as  a  distinctly  new  art-form.  In  the  two 
seasons,  1913-14  and  1914r-15,  there  were  all  together  1035  per¬ 
formances  of  24  different  Strindberg  plays  in  62  German  cities.1 
The  German  critics  generally  recognize  the  influence  of  Strindberg 
and  credit  these  performances  with  some  responsibility  for  the 
shaping  of  expressionistic  drama. 

It  is  evident  that  expressionistic  theory  and  practice  are  not 

1  Strindberg  und  die  deutschen  Buhnen  (essays  by  various  writers), 

p.  17  ff. 


61 


62 


Strindberg’s  Dramatic  Expressionism 


directly  linked  in  the  formative  background  of  the  movement. 
The  school  of  Wedekind,  Strindberg,  and  the  preexpressionists 
added  to  the  shaping  of  both  expressionistic  theory  and  prac¬ 
tice.  The  theory  which  is  set  forth  in  Chapter  V  comes  largely 
from  critical  material  appearing  after  1919  and  thus  gathers 
something  from  all  that  has  been  offered. 

AUSSTRAHLUNGEN  DES  ICHS 

Drama  of  the  kind  that  projects  the  inner  experience,  the  ego- 
world,  on  the  stage  has  immediate  place  for  autobiography  and 
confession.  Sorge’s  Der  Bettler  2  is  a  fine  illustration  of  this 
element.  In  this  drama  the  author  himself  is  the  main  character, 
and  his  inability  to  get  a  play  produced  is  the  subject  of  the 
drama.  Other  characters  on  the  stage  are  creatures  of  the  dram¬ 
atist’s  stage  ego. 

Again,  Werfel’s  Bocksgesang  3  illustrates  Ausstrahlungen  des 
Ichs  from  another  angle.  This  play  is  not  directly  autobiograph¬ 
ical  nor  confessional;  Werfel  does  not  project  himself  definitely 
into  the  play  as  the  main  character.  Yet  he  does  let  his  inner 
experiences  radiate  into  the  play.  The  drama  is  actually  a  sym¬ 
bolic  representation  of  Werfel’s  experiences  in  the  revolution 
which  followed  the  World  War.2 3 4 

This  objective  experience  with  revolution  is  indeed  not  lost  in 
Bocksgesang,  for  it  plays  an  important  part  in  the  drama.  Never¬ 
theless,  to  put  this  play  on  a  naturalistic  basis,  to  call  it  merely 
an  uprising  of  landless  against  landowners  is  to  place  it  in  the 
category  of  Hauptmann’s  The  Weavers,  in  which  it  obviously 
does  not  belong.  It  is  also  misunderstanding  the  drama  to 
classify  it  as  naturalistic.  Here  is  essentially  no  report  of  revo¬ 
lution  for  its  own  sake,  no  slice  from  a  particular  kind  of  life, 

2  Written  1910,  produced  1912. 

3  Produced  1922. 

4  Specht,  Franz  Werfel,  p.  236. 
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nor  is  it  a  revolution  seen  “  through  a  temperament.”  The 
struggle  of  the  landless  versus  landowners  is  a  symbol  of  the 
ever  present  struggle  in  humanity,  that  between  the  wr-man  and 
the  convention-bound  man  of  a  Culture  World.  In  Picard’s 
statement  of  expressionism  we  learned  of  antitheses,  of  polariza¬ 
tion  of  abstraction  and  Einjuhlung,  of  the  struggle  of  opposites. 
This  concept  can  be  applied  to  Werfel’s  drama.  What  he  wishes 
to  wrest  from  chaos  is  the  worth  of  man,  and  he  first  puts  forth 
the  antithesis  of  wr-man  and  cultural  man.  But  this  is  too 
abstract  and  needs  further  typification;  consequently,  we  have 
the  more  concrete  symbols  of  landless  and  landowners,  something 
that  is  tangible.  The  one  represents  all  the  results  of  the  active 
spirit  of  man;  the  other,  all  the  results  of  the  intellect  of  man: 
the  dynamic  and  the  static  elements  of  the  whole  concept,  man. 
Werfel  does  not  point  to  the  landowners  for  the  worth  of  man, 
nor  to  the  landless,  nor  indeed  to  the  relation  of  the  student  and 
Stanja,  daughter  of  the  rich.  There  is  always  a  center  between 
two  anti-poles  and  from  this  center  emanate  human  values. 
Neither  anti-pole  is  functional  without  its  opposite;  consequently, 
function  itself  is  a  derivative  of  the  struggle  between  the  oppo¬ 
sites.  Neither  landless  nor  landowner  can  dominate  to  the  ex¬ 
clusion  of  the  other,  neither  wr-man  nor  cultural  man.  The 
revolution  was  put  down,  in  this  drama,  but  Stanja  bore  the  seed 
of  the  ur- man  within  her  and  would  in  time  give  birth  to  another 
creature,  a  monstrosity  in  the  eyes  of  convention-tied  man. 

This  drama  so  points  to  the  objective  experience  that  many 
critics  seem  to  lose  sight  of  the  symbol,  and  the  drama  as 
Ausstrahlungen  des  Ichs  seems  to  them  patently  false.  Yet  it 
forms  an  excellent  example  of  objective  experience  transmuted 
into  inner  subjective  experience  which  in  turn  radiates  from  the 
ego  and  takes  on  dramatic  form.  Only  from  this  point  of  view 
does  Werfel’s  Bocksgesang  take  on  meaning.  It  must  be  ad¬ 
mitted.  however,  that  the  art-product  itself  does  not  clearly  offer 
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this  interpretation,  except  that  the  monstrosity  is  quite  without 
meaning  unless  one  applies  the  expressionistic  interpretation. 
It  should  be  obvious  even  to  the  critic  unacquainted  with  ex¬ 
pressionistic  theory  and  practice  that  the  play  Bocksgesang 
presents  symbols  that  must  be  given  more  concrete  values.  The 
idea  is  rather  clearly  presented  in  the  drama  that  the  Kr-man 
surges  forth  again  and  again,  and  cannot  be  rooted  out  by  the 
Culture  World.5  A  revaluation  of  the  worth  of  man,  likewise, 
can  only  come  from  the  polarization  of  ur- man  and  cultural  man, 
Seele  and  Geist,  with  the  essential  reality  between  the  two. 

Another  element  in  the  factor  Ausstrahlungen  des  Ichs  is  the 
necessity  for  type  characters,  as  well  as  typical  situations.  At 
first  glance  one  is  tempted  to  say  that  subjective  drama  cannot 
deal  with  types,  but  must  employ  individuals.6  Ernest  Boyd  in 
his  article  “  Expressionism  without  Tears”7  commits  this  error. 
“  Since  the  universe,  by  definition,  is  subjective,  a  projection  of 
the  ego,”  he  says,  “  there  are  no  types  in  the  literature  of  Ex¬ 
pressionism,  only  individuals.”  8  Yet,  even  if  one  were  led  into 
this  error  by  a  superficial  knowledge  of  the  theory  plus  an  in¬ 
ordinate  desire  to  express  oneself  about  something  new,  one 
should  have  been  enlightened  by  a  little  contact  with  dramatic 
practice.  Typical  characters  surge  throughout  dramatic  expres¬ 
sionism,  and  usually  leave  their  telltale  marks  indelibly  written 

5  Note  that  the  title  of  the  play  The  Goat  Song  takes  us  back  to  the 
original  meaning  of  rpaywdLa.  Does  Werfel  thereby  indicate  for  us  in 
still  another  way  the  wr-character  of  his  drama,  and  the  consequent  sym¬ 
bolic  interpretation? 

6  It  is  easy  to  go  astray  either  through  superficial  knowledge  or  else 
through  considerable  knowledge  of  expressionism.  Through  superficiality 
one  may  easily  jump  to  the  conclusion  that  this  drama  employs  only 
individuals.  Through  constant  study  one  meets  a  three-angled  paradox 
that  readily  muddles  the  brain:  the  “I”  of  ultra-subjectivism,  the  “We” 
in  the  stress  on  the  worth  of  man,  and  the  “  It  ”  in  the  demand  for  and 
the  use  of  types.  See  also  above,  pp.  9-10,  33-38,  49-51. 

7  Boyd,  Ernest,  “  Expressionism  without  Tears,”  Studies  from  Ten 
Literatures,  pp.  231-251. 

8  Ibid.,  p.  239. 
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into  the  dramatis  personae.  Moreover,  even  the  theorizers  them¬ 
selves  mention  with  a  great  degree  of  frequency  that  typification 
is  the  rule  in  expressionistic  drama.  At  most,  only  one  character 
in  an  expressionistic  drama  has  anything  more  than  a  shadow  of 
individuality;  when  the  author  portrays  himself  and  projects  all 
other  characters  out  of  his  ego  as  reflections  of  this  dramatic 
representation  of  self,  then  there  is  opportunity  for  individu¬ 
ality. 

Yet  even  this  one  character,  the  author,  is  generally  a  type 
figure  and  not  an  individual.  Sorge’s  dramatist  in  Der  Bettler 
is  not  the  individual  Reinhard  Sorge,  but  the  dramatist  who  has 
been  typified  out  of  the  whole  world  of  dramatists  flowing  through 
Sorge’s  ego.  The  individuality  in  the  character  is  that  which  can 
be  likened  unto  Sorge  himself ;  but,  owing  to  the  distortion  that 
has  been  wrought  by  typification,  there  is  no  pure  autobiography. 
Again,  in  Hasenclever’s  Der  Sohn,  the  son  is  a  symbol  of  all  sons, 
the  only  son  in  the  world;  and  the  character  of  the  father  must 
be  viewed  likewise.  In  Werfel’s  Bocksgesang  we  might  feel  more 
certain  of  encountering  individuals  since  the  dramatis  personae 
carry  individual  names.  Examination,  however,  reveals  types. 
Juvan  is  not  just  Juvan,  one  among  many  students;  he  is  the 
student.  Stanja  is  not  merely  a  daughter  of  the  rich;  she  is 
woman.  Furthermore,  the  monstrosity  is  clearly  not  a  curiosity 
to  be  packed  away  in  a  museum,  nor  just  a  terror  for  the  super¬ 
stitious  ;  it  is  the  ur- man  who  is  totally  unqualified  by  any  affects 
of  a  Culture  World.  The  monstrosity  is  a  symbol  for  Seele,  and 
consequently  the  object  of  worship  for  the  landless. 

Individuality  is  also  a  matter  of  psychology,  a  matter  of  the 
physical  sciences.  Expressionism,  however,  is  not  comparable 
to  science,  and  instead  of  many  items  it  wants  the  one  thing,  the 
essence  of  reality.  The  ego  radiates  this  essential  reality  of  the 
cosmos  and  is  not  at  all  concerned  with  numbered  individuals  in 
society,  nor  with  the  social  affects  qualifying  individuality. 
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Typification  is  a  necessity  in  expressionistic  drama  and  is  con¬ 
sequent  on  subjectivity,  on  Ausstrahlungen  des  Ichs. 

A  hasty  glance  at  several  dramas  indicates  from  the  list  of 
dramatis  personae  the  usual  run  of  expressionistic  characters. 
In  Fritz  von  Unruh’s  Ein  Geschlecht 9  we  have  the  following: 
“Mutter,  Altester  Sohn,  Feiger  Sohn,  Jungster  Sohn,  Tochter, 
Soldatenfiihrer  ”  and  the  like.  In  von  Unruh’s  Platz ,10  the  second 
part  of  the  proposed  trilogy,  the  Jungster  Sohn  is  qualified  by  an 
individual  name ;  nevertheless  he  is  the  type  youngest  son  of  both 
the  family  and  the  human  race,  and  the  whole  drama  flows 
through  his  soul  as  it  is  enacted  on  the  stage.  In  Sorge’s  Der 
Bettler  the  characters  have  names  like  “  Der  Dichter,  der  Vater, 
die  Mutter,  die  Schwester,  das  Madchen,  der  altere  Freund  .  .  . 
Gestalten  des  Dichters  ”  and  others  similarly  differentiated.  In 
many  other  dramas  the  dramatis  personae  are  quite  similar. 
Indeed,  one  often  finds  characters  like  “  1st  Banker,  2d  Banker, 
3d  Banker,”  or  1st  Sailor,  2d  Sailor,  3d  Sailor,”  and  so  on. 
Even  when  one  finds  characters  with  individual  names  it  is  not 
wise  to  jump  to  the  conclusion  that  they  are  necessarily  indi¬ 
viduals.  This  is  most  aptly  illustrated  in  Werfel’s  Bocksgesang 
in  which  the  characters  with  individual  names  are  essentially 
types.  The  characters  in  this  drama  might  well  have  been  given 
as  follows:  “First  Landowner,  Second  Landowner,  Wife  of  First 
Landowner,  Son  of  First  Landowner,  Daughter  of  Second  Land- 
owner,  Student,  Rope-Walker  ”  and  the  like.  On  the  other  hand, 
one  must  always  exercise  caution  in  judging  typification  accord¬ 
ing  to  the  dramatis  personae;  it  is  necessary  to  read  each  drama 
to  render  a  critical  opinion. 

Still  other  elements  coming  from  Ausstrahlungen  des  Ichs  are 
the  monologue  and  the  aside,  elements  that  fell  greatly  into  dis¬ 
repute  in  the  naturalistic  period.  This  inner  drama  does  not 
seek  to  reproduce  observed  reality  but  rather  to  project  imme- 
9  Written  1915-16,  produced  1918.  10  Produced  1920. 
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diately  the  inner  experience,  the  objectification  of  the  subjective. 
Consequently,  both  the  monologue  and  the  aside  are  quite  legiti¬ 
mate  and  genuine  elements  of  expressionistic  drama.  The  inclu¬ 
sion  of  these  two  elements  is  determined  by  a  philosophy  of 
drama,  whereas  their  exclusion  is  occasioned  by  the  attempt  to 
reproduce  observed  objective  reality,  a  mechanics  of  drama.  It 
is  not  surprising  that  writers  of  “  Ich-drama,”  released  from  the 
mechanics  of  drama,  go  to  extremes  and  sometimes  give  us  three 
and  four  solid  pages  of  monologue.  In  Sorge’s  Der  Bettler 11  the 
monologue  in  Act  V,  containing  something  like  eight  hundred  or 
a  thousand  words,  begins  on  page  151  and  is  concluded  on  page 
157.  Likewise  von  Unruh  is  not  above  having  Dietrich  speak 
about  one  hundred  lines  with  no  one  else  on  the  stage.12  Hasen- 
clever’s  Der  Sohn  13  also  has  a  monologue,  in  the  second  scene  of 
the  first  act,  which  contains  about  seventy  lines. 

This  element  Ausstrahlungen  des  Ichs  actually  is  the  main 
qualifying  element  of  expressionistic  drama.  It  is  only  too  clear 
that  factors  like  the  Unconscious,  Inner  Experience,  Seele  and 
the  relation  to  music  are  well  included  within  the  radiation  of 
the  ego.  Yet,  for  convenience,  it  seems  wiser  to  consider  the 
elements  separately  with  regard  to  the  special  contribution  of 
each.  Here,  at  least,  Ausstrahlungen  des  Ichs  determines  auto¬ 
biographical  character  in  expressionistic  drama,  demands  typi- 
fication  and  allows  monologue. 


THE  UNCONSCIOUS  AND  INNER  EXPERIENCE 

The  radiation  of  the  ego  has  a  tendency  to  give  more  emphasis 
to  the  unconscious  than  other  forms  of  drama,  since  it  demands 
the  objectification  of  inner  experience.  Characters  often  become 

11  Sorge,  Der  Bettler,  Fischer,  Berlin,  1919,  5.  Auflage. 

12  Yon  Unruh,  Platz,  Wolff,  Miinchen,  1920,  Part  I,  Scene  23. 

18  Hasenclever,  Der  Sohn,  Wolff,  Miinchen,  1917. 
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shadows,  figures  that  are  not  even  types.  They  are  like  the 
specters  that  course  in  and  out  of  our  dreams,  hardly  to  be  re¬ 
called  in  consciousness  by  any  other  quality  besides  action. 
Moreover,  not  simply  in  characterization,  but  also  in  the  tech¬ 
nique  of  the  drama  this  dream-form  appears.  Toller  is  espe¬ 
cially  fond  of  Traumbilder .  In  Die  Wandlung  14  Toller  explains 
that  “  Die  Bilder  ‘  Transportzuge,’  ‘  Zwischen  den  Drahtver- 
hauen,’  ‘  Die  Kriippel  ’  .  .  .  sind  schattenhaft  wirklich,  in  inner- 
licher  Traumferne  gespielt  zu  denken.”  In  Masse  Mensch  15  we 
have  only  one  scene,  the  first,  that  even  confesses  to  clear  ob¬ 
jectification;  the  other  scenes  alternate  from  the  second  through 
the  seventh  (the  last)  between  “  Traumbilder  ”  and  “  Bilder  in 
visionarer  Traumferne.”  Moreover,  in  other  expressionistic 
dramas,  there  is  always  an  atmosphere  of  things  happening  in  a 
dream,  of  “  Bilder  in  visionarer  Traumferne.”  Von  Unruh’s  Ein 
Geschlecht  and  Platz  have  an  atmosphere  of  nightmare  alternat¬ 
ing  with  ecstatic  dream,  even  when  the  stage  events  are  very 
similar  to  those  which  have  not  been  digested  by  a  radiating  ego. 
Kornfeld’s  Die  V erfiihrung  16  and  Himmel  und  Holle  17  are  not 
simply  psychological  naturalism  emanating  from  the  works  of 
Dostojevski;  they  are  dramas  of  a  dream  character,  though 
probably  not  as  pure  “  soul  drama  ”  as  Kornfeld  would  have  us 
believe.  Even  Kaiser’s  Von  Morgens  bis  Mitternachts  18  is  cast 
in  a  dream  form.  The  plays  of  Kokoschka  19  step  back  from  the 
vividness  of  dreams  into  the  more  shadowy  recesses;  and  Mom- 
bert’s  trilogy  Aeon,20  completed  before  Sorge’s  Der  Bettler  ap- 

14  First  written  in  1917 ;  “  die  endgultige  Form  wurde  in  der  Haft  des 
Militargefiingnisses  im  Februar  und  Marz  1918  vollendet.”  Produced 
1919. 

15  Written  1919.  17  Produced  1920. 

16  Produced  1918.  .  18  Written  1916,  produced  1917. 

19  Oskar  Kokoschka:  M order  Hoffnung  der  Frauen  (1907);  Der  bren- 
nende  Dornbusch  (1911);  Hiob  (1917);  Orpheus  und  Eurydike  (1918). 

20  Written  1907-11  (Part  I,  Aeon  —  der  Weltgesuchte;  Part  II,  Aeon 
und  die  Frauen; . Part  III,  Aeon  vor  Syrakus). 
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peared,  is  several  dream-thicknesses  within  a  dream.  Likewise, 
Werfel’s  Bocksgesang  is  the  portrayal  of  inner  experience.  The 
objective  experience  of  revolution  was  transmuted  into  inner 
experience  which  in  turn  was  objectified  into  drama.  It  is  not 
just  a  drama  giving  social  conflict,  nor  a  drama  given  to  mys¬ 
ticism  and  expressing  itself  in  nebulous  symbols;  it  is  a  drama 
in  which  essential  reality  is  given  meaning  through  the  symbolic 
objectification  of  intuition.  Dream  character  is  consequent  on 
such  drama.  In  the  Bocksgesang  the  monster  forces  the  dream 
character  on  the  drama. 

It  is  no  wonder  that  dramatists  lacking  restraint  produced 
plays  that  overwhelm  us  with  the  vertigo  of  ecstasy  or  else  de¬ 
liver  us  into  a  purgatory  of  nightmare,  though  at  the  same  time 
these  plays  contain  the  more  familiar  elements  of  psychological 
naturalism,  social  realism  and  symbolism.  Yet,  even  with  the 
restraint  that  Werfel  exercises,  an  expressionistic  drama  seems 
at  first  to  be  a  jumble,  especially  a  dream-jumble.  This,  of 
course,  can  be  laid  only  to  objectified  inner  experience,  for  ex¬ 
pressionism  never  merely  reports  nor  reproduces  observed  reality. 

Dream  character,  inner  experience,  accounts  largely  for  the 
element  of  distortion  in  expressionistic  drama  just  as  it  deter¬ 
mines  the  distortion  in  expressionistic  painting.  In  the  first 
place,  continuity  of  action  and  of  time  21  is  lost  or  ignored. 
Action  is  nearly  always  that  of  dream  action,  in  a  plastic  state 
of  becoming,  in  duration  unqualified  by  time.  And,  as  in  dreams, 
any  action  may  without  warning  drop  into  oblivion  and  another 

21  In  studjdng  Spengler’s  Der  Untergang  des  Abendlandes  one  may 
raise  serious  questions  regarding  dramatic  time;  i.e.,  its  function  as  magni¬ 
tude,  as  destiny  and  as  the  absolute  (Ibsen’s  Ghosts,  Shakespeare’s  King 
Lear,  Mombert’s  Aeon).  In  expressionistic  dramas  time  has  no  mathe¬ 
matical  function;  it  is  never  magnitude.  Consequently,  unity  of  time,  as 
commonlyl  understood,  cannot  be  maintained.  Apropos  of  the  problem 
of  time  see  also  P.  D.  Ouspensky’s  Tertium  Organum  (Knopf).  Howsoever 
fanciful  this  book  may  be  in  details,  it  nevertheless  offers  excellent  challenge 
to  the  concept  of  time. 
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one  take  its  place  with  the  same  quality  of  eternal  duration  and 
with  the  same  absence  of  time  and  space  elements.  This  distor¬ 
tion  also  has  its  effect  on  the  dramatic  form,  for  the  division  of 
dramas  becomes  somewhat  arbitrary:  there  may  be  acts  with  a 
large  number  of  scenes;  there  may  be  parts,  each  having  many 
scenes  or  tableaux;  or,  there  may  be  stations,  as  Toller  divides 
some  of  his  plays.  These,  of  course,  are  largely  concessions  to 
the  objectifying  of  the  inner  experience  and  are  not  exact  repro¬ 
ductions  of  this  “  absolute  which  is  in  constant  play  in  the  magic 
crystal  of  the  ego.” 

The  factors  of  time  and  place  become  nearly  as  shadowy  as  in 
dreams.  Kaiser,  who  is  only  on  the  border-line  of  expressionism, 
nevertheless  splits  place  in  Von  Morgens  bis  Mitternachts :  “  Die 
Kleine  Stadt  W.  und  die  grosse  Stadt  B.”  In  Toller’s  Die  Wand- 
lung  “  Die  Handlung  spielt  in  Europa  vor  Anbruch  der  Wieder- 
geburt.”  In  von  Unruh’s  Ein  Geschlecht  “  Die  Tragodie  ist  an 
kein  Zeitkostiim  gebunden ;  ihre  Handlung  spielt  vor  und  in  einem 
Kirchhof  auf  Bergesgipfel.”  In  Hasenclever’s  Die  Menschen  22 
the  time  is  “  today  ”  and  the  action  takes  place  in  “  the  world.” 
Zweig  has  both  a  specific  and  a  shadowy  place  in  his  drama 
Ritualmord  in  Ungarn: 23  “  Ort:  Ausserhalb  des  irdischen  Raums 
und  in  Sudungarn.  Zeit:  Ausserhalb  der  irdischen  Zeit  und  von 
April  1882  bis  Mai  1883.”  Finally,  Hanns  Johst’s  Der  Konig  24 
plays  in  “  Die  Zeit  der  Legenden  oder  des  Rokoko.”  There  is  in 
the  majority  of  expressionistic  dramas  no  particular  concern  for 
time  and  place.  The  jumbling  of  these  elements  is  a  natural 
result  of  the  objectification  of  inner  experience. 

Action  becomes  so  strong  an  element  that  sometimes  language 
becomes  less  and  less  necessary  and  pantomime  more  and  more 
functional.  It  is,  as  in  dreams,  close  to  drama  without  words. 
The  result  is  that  in  some  expressionistic  dramas  we  have  an 
approach  to  film-drama;  for  instance,  Hasenclever’s  Die  Men- 

22  Published  1918.  23  Produced  1919.  24  Published  1923. 
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schen.  This  style  of  paucity  of  language  is  technically  called 
telegram-style.  It  is,  however,  not  wholly  dependent  on  the 
dream  character  of  drama,  but  is  strongly  linked  with  the  ele¬ 
ment  of  Seele  that  conditions  telegram-style  with  Schrei. 

In  the  demand  for  types,  inner  experience  also  contributes 
another  element  of  distortion.  There  is  no  such  thing  as  a  type- 
character  in  observed  reality;  all  are  individuals,  differentiated 
each  from  the  other.25  The  type  is  really  a  kind  of  plastic  surd 
in  drama;  it  is  functional  only  as  an  entity,  and  its  plasticity 
comes  from  its  infinite  value  which  allows  all  other  elements  in 
kind  to  be  part  and  parcel  of  it  without  being  the  same.  Typifi- 
cation,  let  it  be  repeated,  is  essentially  distortion  of  observed 
reality.  It  is  a  genuine  product  of  inner  experience. 

Distortion  is  the  order  of  life,  the  law  of  existence.  Outward 
reality  reproduced  must  suffer  distortion,  and 

Wie  Schonheit  schrumpft, 
auch  Flut  verebbt.  Fruhling  in  Gossen  stirbt, 

Johannes  Mut  in  Pharisa’rn  kalkte 
und  Christus  endete  im  Papst,  so  wird 
Karikatur  das  Ende  jeder  Tat.26 

But  the  unconscious,  with  all  its  distortion  of  outward  reality,  at 
least  possesses  potentialities  for  the  representation  of  truth.  The 
psychoanalyst  can  integrate  dreams  into  meanings;  so  can  the 
dramatist  gather  the  inner  experiences  from  the  unconscious  and 
integrate  them  into  a  dramatic  form  that  points  to  the  essential 
reality  behind  objective  experience. 

The  element  of  the  unconscious,  pointing  the  way  to  a  dream- 
form  drama,  demands  the  hand  of  a  genius  if  an  art-product  is 
to  result  from  inner  experience.  Too  many  expressionists  have 
apparently  seen  an  escape  from  the  difficulties  of  ordinary  dra¬ 
matic  form,  rather  than  an  opportunity  to  create  a  finer  quality 

25  See  Spengler,  Der  Untergang  des  Abendlandes,  I,  27  (English  trans¬ 
lation,  I,  21)  on  “men”  and  the  abstraction  “mankind.” 

28  Von  Unruh,  Platz,  Part  I,  Scene  23. 
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in  art.  Typification  has  too  often  yielded  marionettes  whose 
guiding  strings  are  twisted,  or  has  produced  speaking-trumpets 
instead  of  dramatic  characters.  Likewise,  the  absence  of  a  well- 
defined  plot  and  the  timeless,  spaceless  character  of  expression- 
istic  drama  offer  too  many  dangers  along  with  the  opportunities 
for  realizing  a  higher  form.  A  general  formlessness  has  been 
credited  too  often  with  virtue,  when  as  a  matter  of  fact  the  ex¬ 
pressionist  himself  would  not  admit  that  he  desires  to  stress 
formlessness  for  its  own  sake.  He  really  is  seeking  the  most 
unobtrusive  form,  the  one  that  will  allow  the  maximum  of  op¬ 
portunity  for  the  objectifying  of  inner  experience.  His  emphasis 
is  essentially  positive;  it  is  placed  on  the  realization  of  content, 
form  notwithstanding. 


SEELE 

The  cry  for  more  Seele,  even  to  the  exclusion  of  Geist,  is  also 
responsible  for  much  that  we  have  included  under  the  Uncon¬ 
scious;  for  Seele  minus  Geist  never  projects  into  consciousness 
with  more  force  than  untranslatable  intuition.  There  are,  how¬ 
ever,  some  factors  that  are  largely  determined  by  Seele.  The 
appearance  of  verse,  for  instance,  in  the  portions  of  exaltation  in 
expressionistic  drama,  is  due  to  Seele  rising  more  and  more  out  of 
the  confines  of  Geist.  In  the  second  scene  of  the  first  act  of 
Hasenclever’s  Der  Sohn,  the  son  occupies  the  entire  scene  with  a 
monologue  that  is  given  in  verse.  The  psychic  state  of  the  char¬ 
acter  is  clearly  given  by  two  of  the  stage  directions.  In  one  of 
them  “  Er  kniet  nieder  mit  ausgebreiteten  Armen  ”  and  in  the 
other  “  Er  taumelt,  von  grosser  Erregung  ubermannt,  riickwarts 
ins  Zimmer.” 

Seele  not  only  breaks  forth  in  verse  but  also  in  ecstasy.  In  the 
fifth  act  of  Sorge’s  Der  Bettler  the  poet  has  a  long  monologue  in 
which  he  becomes  more  and  more  ecstatic.  Close  to  the  end  of 
the  monologue  the  tension  becomes  increasingly  greater: 
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.  .  Oh  Trane!  Triine!  .  .  .  Gliickseligkeit !  .  .  .  das  ewigb  leben!!! 
Und  es  nicht  leben  konnen!  Ich  weiss  ja,  ich  kann  es  nicht  leben  —  oh 
Fluch!  oh  Finch!  zum  Wort  verdammt  sein!  Ja,  ich  bin  zum  Wort 
verdammt !  Ich  muss  Bildner  werden  der  Symbole,  muss  dem  Priestertum 
entsagen  .  .  .  Kiinstler  .  .  .  Halbheiliger  nur  .  .  .  Schein-Heiliger  .  .  .  Lass 
sinnen  .  .  .  sinnen  .  .  .  Symbole  .  .  .  ( Jah  empor,  mil  Handen  aufwarts) 
Oh  Trost  des  Blitzes  .  .  .  Erleuchtung  .  .  .  Schmerztrost  des  Blitzes  .  .  . 
symbole  der  ewigkeit  .  .  .  Ende !  Ende !  Ziel  und  Ende!  Wenn 
mich  das  Blut,  die  Summe  der  Unwirklichkeit,  des  Larms,  des  Larmen- 
Wollens  in  mir  ...  in  meinem  Blut,  wenn  dieses  verdammt,  in  Symbolen 
zu  reden,  so  gilt  es:  durch  symbole  der  ewigkeiTt  zu1  reden. 

( Erschopjt )  ” 

In  this  scene  ecstasy  rises  higher  and  higher  until  the  character 
is  exhausted,  but  at  no  time  does  the  character  completely  lose 
all  sense  of  restraint  and  break  forth  in  wild  yell.  The  ecstasy 
is  contained,  furthermore,  within  the  limits  of  a  monologue;  a 
form  which  does  not  permit  conduct  too  close  to  that  of  a  babbling 
madman,  unless  we  insist  that  this  is  the  madness  of  ecstasy. 

Fritz  von  Unruh,  in  the  thirteenth  scene,  first  part,  of  Platz, 
gives  us  a  little  warning  of  what  we  may  expect  to  find  later  in 
the  play.  Schleich  has  just  been  swearing  friendship  to  Dietrich 
forever  and  the  latter  has  indulged  himself  in  sarcastic  comment 
on  the  word  “  forever.” 

Schleich.  Aussprichst  Du  Witz!  Staatshirn  verdeckend  machtig! 
Zusprecher  Dir!  Neuordner,  Sekretar! 

Aufrufer  Volks!  Vollstrecker,  Rechthand,  komm.  .  .  . 

Dietrich.  Welche  Sprache  redet  man  hier?  Konnen  Sie  mir 
zu  einer  neuen  Grammatik  verhelfen? 

Very  often  one  needs  not  only  a  new  grammar  but  also  a  new 
dictionary  if  all  the  meaning  is  to  be  gathered  from  expression- 
istic  works.  Von  Unruh,  however,  has  the  saving  grace  of  con¬ 
sciousness  that  his  dramas  are  rather  formless.  Yet  in  this  very 
same  scene  we  have  need  for  some  interpreting  book,  whether  it 
be  grammar,  dictionary  or  whatsoever  you  please.  Schleich,  re¬ 
leased  wholly  from  the  restraint  of  Geist,  has  a  long  speech  that 
more  closely  approaches  yell  than  it  does  anything  else.  In  the 
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nineteenth  scene  of  the  second  part  there  is  also  a  combination  of 
telegram-style  and  incipient  yell. 


Dietrich  ( glasernen  BlicJces).  Wer  bist  du? 

Schleich.  Ich!  Dein  innerstes  Gesicht! 
Kennst  mich? 


Dietrich. 

Nein. 

Schleich. 

Auge ! 

Dietrich. 

Spiegle  mich? 

Schleich. 

Ich! 

Dietrich. 

Ich? 

Schleich. 

Erraten? 

Dietrich. 

Ich? 

Schleich. 

Du? 

Dietrich. 

Ich? 

Schleich. 

Du !  Du !  —  Gesprach  unendlicli ! 

Dietrich. 

Wirklichkeit? 

Schleich.  Wahrheit! 

Ward  Kraft  dir  umzubilden:  Ich  in  du? 

Dann :  Damme !  Jeden  Schritt  belasten  dir ! 
Sollst  aller  Menscheit  Pein,  Tagelend  tragen, 
bis  knieknickst  du !  Todwinselnd. 


Dietrich.  0.  .  .  . 

Schleich.  Ja !  O.  .  .  . 

Kreis,  Einheit?  Tau  von:  Ich  zu  du?  Ha,  ha 
Seiltanzer,  schwindelfrei?  Neuzwang?  Neuzwang? 

Volk  unten  gafft  mit,  ach  und  o  ...  1  Irrsinn! 

Ein  Gott  in  Wolken?  Uberhoht  den  Markten? 
Ameisgewimmel  unten?  Oben,  du? 

A1  ha  Yat:  Sonne?  Ankerb  dir  dies  Tau. 

Hindonn’re  pflasterspritzend  t  Ohnmacht!  Ohn-Macht! 
He'rz  raus.  Kopf  ab.  Ethischer  Dunst  vom  Giebel  .  .  . 

Hyazinte.  ( tritt  vor ). 


Schleich. 


Da  — 


Wir  treffen  uns  allein  zur  Nacht? 

( stosst  sie  zu  Dietrich) 


Hyazinte  ( lachelnd ).  Nein.  .  .  . 
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Schleich.  Nein?  Ich  konnte  dich  besitzen?  Ich?  Ich  fiihl’s. 

Du  wiirdest  dich  nicht  riihren,  wenn  ich  dir 

das  Rockchen  hobe  .  .  .  ?  Ja,  die  Achse  ruckte.  .  .  . 

Hyazinte.  Vom  Mann.  .  .  . 

Schleich.  Vom  Mann? 

Hyazinte.  Die  Hose  fort!  ( wirjt  sie  weg )  Mannszwang! 

Ich:  Einheit. 

Schleich.  Einheit:  Ich!  Weib  aus  dem  Kreise! 

Hyazinte.  Lust  ist  kein  Drachen  .  .  . 

Schleich  ( hohnend ).  Blick  ins  All? 

Hyazinte.  Schleich,  taumelnd! 

Den  Leib  so  breiten,  bis  mich  Lust,  ach,  Lust  — 
wo  ich  im  seidensten,  zum  Rasen  bringt.  .  .  . 

Schleich.  Schleich:  Weib? 

Hyazinte.  Weib:  Schleich!  Uralter  Vampyr:  Mann! 

Throughout  the  entire  drama  Platz  there  is  material  of  much 
the  same  kind,  overflowing  Seele  that  sometimes  is  restrained  in 
a  spiritual  ecstasy  and  sometimes  is  allowed  to  break  forth  in 
wild  yell.  Yet  it  is  from  Schleich,  the  unqualified  ur-man  out  of 
Dietrich,  that  the  wildness  comes  and  it  is  rather  fitting  that  his 
language  should  so  overflow  the  bounds  of  comprehensive  expres¬ 
sion.  In  fact,  this  yell  is  so  nicely  contained  within  the  Schleich 
character  that  one  is  at  times  tempted  to  believe  that  Fritz  von 
Unruh  may  be  satirizing  the  all  too  general  and  uncritical  use 
of  Seele,  as  well  as  the  cry  for  it.  Clearly,  the  only  use  of  the 
unqualified  ur- man  in  drama  should  be  that  of  suggestion.  In 
Bocksgesang  Werfel  builds  all  around  the  wr-man  but  he  neither 
lets  him  be  seen  nor  heard.  Too  much  Seele  results  in  mad  cry: 
yell! 

In  Hasenclever’s  Die  Menschen  we  have  a  combination  of 
telegram-style,  pantomime  and  cry  that  at  times  is  little  short 
of  yell.  The  following  is  from  scene  three  of  the  third  act: 
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Das  Madchen  (wankt  ins  Aujnahme zimmer,  tastet  an  der  Wand,  bricht 
zusammen) . 

Die  Krankenschwester  ( schleppt  die  Bewusstlose  zur  Entbindungsstation, 
legt  sie  ins  vierte  Bett). 

Der  Arzt  ( tritt  ins  Aufnahmezimmer) . 

Die  Krankenschwester  ( kommt  zuriick) .  Entbindung. 

Gilda  ( dehnt  die  Arme ).  Tanzen! 

Thea.  Der  Arzt!  ( Sie  verstecken  die  Sachen.) 

Der  Arzt  ( tritt  ein,  geht  zum  Madchen,  sieht  Blut).  Schweinerei! 

Das  Madchen  ( schlagt  die  Augen  auf,  sieht  den  Arzt,  schreit).  Tier! 

Der  Arzt.  Die  Maske. 

This  is  Seele  trying  to  reach  expression  under  restraint  of  the 
pantomime  form  that  emanates  from  dream  character  drama. 
But  this  type  of  drama  is  obviously  so  close  to  the  film  that  it 
depends  on  Seele  finding  an  outlet  in  a  dialogue  carried  on  by 
one  or  two  words.  It  becomes,  in  fact,  little  more  than  a  Schrei- 
film,  a  drama  that  could  easily  be  adapted  to  the  modern  talking 
movie.  Only  once,  the  fifth  scene  of  the  third  act,  do  we  get 
relief  from  the  form.  Das  Madchen  sings  a  rhymed  lullaby  to 
her  babe,  a  lullaby  that  somehow  harks  back  in  its  last  two 
lines  to  Robert  Greene’s  poem  Weep  Not,  My  Wanton.  Other¬ 
wise  this  film  drama  reminds  one  of  wild  cries  coming  out  of  a 
cage  or  a  chamber  of  torture. 

Seele  also  accounts  for  the  ar-man  and  the  ar-ish  qualities  of 
expressionistic  drama.27  As  already  stated,  Werfel  handles  this 
element  in  Bocksgesang  with  great  delicacy,  building  around  it, 
putting  it  on  the  stage  in  unbodied  form.  Other  dramatists, 
however,  have  tried  to  characterize  the  bodied  ttr-man ;  or,  what 
is  hardly  likely,  to  satirize  him.28  The  suggestion  of  wr-man 
brings  out  the  contemplative  qualities  of  ur-ishness,  the  duration 

27  Is  it  possible  that  the  expressionists  are  unconsciously  crying  out 
for  the  eternal  feminine,  the  cosmic?  See  the  Spengler  reference  in  note 
5,  Chapter  V. 

28  Fritz  von  Unruh  in  Platz. 


Factors  in  Dramatic  Practice 


77 


of  unbodied  Seele  in  man;  the  actual  characterization  in  bodied 
form,  however,  tends  largely  toward  regression,  and  the  primitive 
man  appears  before  us.  Schleich,  in  von  Unruh’s  Platz,  is  the  sav¬ 
age  let  loose.  The  Cashier,  in  Kaiser’s  Von  Morgen  bis  Mitter- 
nachts,  is  a  combination  of  primitivity  and  temporary  insanity, 
with  emphasis  on  the  latter.  Bitterlich,  in  Kornfeld’s  Die  Ver- 
fuhrung ,  uses  the  comprehensible  language  of  cultural  man,  but 
otherwise  he  is  pure  soul  unqualified  by  any  of  the  restraints  im¬ 
posed  upon  men  by  a  Culture  World.  In  Werfel’s  Bocksgesang, 
the  wr-man  is  a  monstrosity  whose  shadow  alone  falls  across  the 
stage.  The  appearance  of  the  primitive  instead  of  the  ur-man  is 
responsible  for  much  of  the  naivete,  the  childishness  and  trivi¬ 
alities  that  are  presented  at  times  with  dynamic  urge. 

Again  we  find  ourselves  face  to  face  with  chaos  and  formless¬ 
ness  whenever  Seele  is  presented  in  bodied  form  on  the  stage.  It 
also  shares  with  telegram-style  in  the  responsibility  for  Schrei 
which  sometimes  is  a  lyrical  ecstatic  cry  and  often  nothing  more 
than  a  wild  yell. 

THE  RELATION  TO  MUSIC 

The  effect  of  the  parallel  with  music  has  been  dual  in  dra¬ 
matic  literature.  In  the  first  place,  music  tends  to  give  lyrical 
qualities  to  expressionistic  drama  and  joins  with  Seele  in  demand¬ 
ing  verse  for  moments  of  ecstasy.  Verse  naturally  appears  when 
a  character  so  realizes  Seele  that  he  must  breathe  forth  the 
Bewegung  in  Seele,  in  rhythm  if  not  in  rhyme. 

The  second  effect  of  music  is  that  dramas  include  music  in  the 
staging  itself.  The  music  is  employed  according  to  the  demands 
of  the  scene,  much  as  we  find  it  used  in  the  presentation  of  films. 
Mombert’s  Aeon  not  only  has  music  and  dance  in  the  drama 
proper,  but  is  also  called  a  “  Symfonisches  Drama.” 29  Von 
Unruh’s  Platz,  Hasenclever’s  Der  Sohn,  Die  Menschen,  Jenseits, 

29  Bab  thinks  that  “  lyrische  Symphonie  ”  would  be  more  apt ;  “  Ex- 
pressionismus,”  Das  deutsche  Drama,  p.  757. 
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Barlach’s  Die  Echten  Sedemunds ,30  Zweig’s  Die  Umkehr ,31  and 
others  employ  music.  Toller,  in  the  fourth  tableau  of  Masse 
Mensch,  makes  use  of  the  harmonica!  “  Der  Namenlose  beginnt 
auf  einer  Harmonika  zu  spielen.  In  aufpeitschenden,  bald  sinnlich 
sich  wiegenden,  bald  stiirmischen  Rhythmen.” 

THE  RELATION  TO  RELIGION 

The  search  for  God  gives  a  savoring  of  religious  character  to 
expressionistic  drama,  or  a  mystical  atmosphere,  or  else  a  touch 
of  mythology.  Mombert’s  Aeon,  Sorge’s  Christos  32  and  Zweig’s 
Ritualmord  are  permeated  with  such  material.  Goering’s 
Seeschlacht  also  pictures  man  as  battling  against  the  “  Powers.” 
It  is  much  like  the  uneven  battles  in  which  the  characters  of 
Greek  dramas  engaged:  man  struggles,  storms  the  heights,  but 
man  cannot  win.  The  expressionist,  however,  is  determined  not 
to  yield;  though  baffled,  though  apparently  defeated,  he  still 
reaches  out  for  that  which  perhaps  cannot  be  attained.  To  see 
God  face  to  face  is  the  realization  of  reality  for  the  expressionist, 
for  then  one  is  God.33 


THE  WORTH  OF  MAN 

The  stress  on  the  worth  of  man  again  brings  us  in  contact  with 
type  characters,  with  pathos,  with  a  social  point  of  view,  with 
simplification  (the  sloughing  of  decorations  of  social  rank)  and 
most  of  all  with  the  presence  of  realism  in  drama  that  is  so  filled 
with  symbolism.  This  realism  may  be  laid  to  the  door  of  war 
experience,  or  to  the  long  rule  of  naturalistic  drama,  but  must 
also  be  recognized  as  an  element  of  the  dream  character  of  ex¬ 
pressionistic  drama,  even  as  our  dreams  are  at  times  decidedly 

80  Published  1920. 

81  Published  1927. 

82  Der  Sieg  des  Christos,  dramatische  Vision,  published  1924. 

83  The  religious  element  is  more  predominant  in  expressionistic  lyrics 
and  in  critical  material  than  in  drama.  See  also  above,  pp.  57-58. 
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true  to  observed  reality.  Moreover,  the  stressing  of  a  social  point 
of  view,  in  the  sense  of  a  spiritual  brotherhood,  is  a  natural  out¬ 
come  of  expressionistic  drama  in  its  search  for  all  that  lies  behind 
the  materialistic  mask.  With  the  emphasis  on  Ausstrahlungen 
des  Ichs,  the  expressionist  is  most  certainly  interested  in  a  re¬ 
creation  of  human  values  before  he  can  be  concerned  with  any¬ 
thing  else.  Where  else  could  he  turn  to  realize  cosmos  in  himself? 

Von  Unruh’s  Platz  closes  with  the  emphasis  on  the  worth  of 
man. 

Tochter.  .  .  .  Ich  sehe 

tief  in  das  Herz  der  Welt,  da  deine  Kraft 
aus  neuer  Liebe  neue  Menschen  schafft. 

Toller,  more  than  others,  put  a  decidedly  social  content 
into  the  expressionistic  drama.  Die  Wandlung,  “  Das  Ringen 
eines  Menschen,”  is  a  long  cry  for  the  revolution  of  man,  for  the 
re-creation  of  human  values.  Masse  Mensch  and  Die  Maschi- 
nensturmer  betray  by  their  very  titles  the  social  content. 

“  The  world  begins  in  man,”  said  Werfel.  Expressionistic 
drama  may  be  said  to  begin  and  end  with  emphasis  on  human 
values,  on  love,  on  a  spiritual  brotherhood.  It  is  perhaps  an 
esoteric  socialism  of  the  soul,  a  means  of  realizing  essential 
reality  in  man  himself. 


CHAPTER  VII 

CONCLUSION 

QONTROL  factors  have  now  been  established.  In  compact 
arrangement  these  factors  appear  as  follows: 

1.  Ausstrahlungen  des  Ichs,  solipsism,  objectification  of  inner  experience, 
struggle  of  opposites,  autobiographical  tendency,  typification,  monologue, 
the  aside 

2.  The  Unconscious,  Einjuhlung,  intuition,  distortion,  dream  character, 
pantomime,  telegram-style 

3.  Seele,  wr-ishness,  feeling,  ecstasy,  Schrei,  music 

4.  Music,  objectification  of  inner  experience,  lyricism,  pure  soul,  verse, 
optical  counterpoint 

5.  Religion,  the  search  for  God,  realization  of  God,  battle  with  the 
“  Powers,”  the  supernatural 

6.  The  Worth  of  Man,  social-political  framework,  an  esoteric  socialism, 
a  spiritual  brotherhood,  realism,  re-creation  of  human  values. 

The  first  item  in  each  group  should  be  considered  the  norm  or 
control  factor;  the  other  items  are  given  for  fuller  explana¬ 
tion. 

Expressionistic  drama  is  mainly  characterized  by  Ausstrahlun¬ 
gen  des  Ichs  which  obviously  resolves  itself  into  a  number  of 
minor  factors,  both  in  theory  and  in  practice.  It  is  not  drama 
that  seeks  to  escape  from  this  world  into  a  more  beautiful  one 
either  by  embellishing  the  present  world  or  by  looking  at  it 
through  half-closed  eyes.  Nor  does  expressionistic  drama  care 
to  reproduce  man  in  his  situations  of  life  as  nearly  as  these  may 
be  imitated.  It  is  not  concerned  with  dramatic  unities,  nor 
primarily  with  art  itself.  It  is  first  and  foremost  engaged  in 
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searching  for  the  essential  reality  in  our  universe ;  it  is  a  W eltan- 
schauung  and  not  a  program  for  the  arts.1 

Consequently,  we  have  no  known  categories  of  manners,  sen¬ 
sibility,  humors,  discussion,  or  of  comedy  and  tragedy  into  which 
expressionistic  drama  may  be  fitted.  All  these  are  conditioned 
by  the  affects  of  life,  are  indeed  manifestations  of  observed  real¬ 
ity.  Expressionism  would  go  behind  the  mask  and  seize  upon  the 
one  essential  reality  that  holds  our  cosmos  in  unity.  Thus,  one 
cannot  call  this  drama  tragic  or  comic,  or  anything  else  that  is 
current  in  dramatic  terminology.  Even  if  the  characters  are 
pursued  and  defeated  by  the  “  Powers,”  as  in  Greek  and  Roman 
plays,  the  interest  of  the  drama  does  not  lie  merely  in  pursuit 
and  defeat;  it  lies  in  the  attempt  to  grasp  the  heart  of  reality 
from  all  these  manifestations  of  our  complex  being. 

One  can  almost  appreciate  why  Pfister,  after  having  endured 
the  double  strain  of  scientific  investigation  and  aesthetic  criti¬ 
cism,  suddenly  becomes  sentimental  at  the  very  close  of  his  book. 
His  last  section  is  entitled  “  Nobler  Life  Theory  ”  and  is  con¬ 
cluded  with  clear  signs  of  exhaustion:  “  Art  at  its  best  is  always 
a  wordless  fervent  prayer:  ‘  Thy  Kingdom  Come.’  ” 

Though  I  do  not  desire  to  admit  the  play  of  exhaustion  in 
this  conclusion,  it  nevertheless  seems  well  to  administer  a  slight 
corrective  to  portions  of  this  study  that  may  have  been  unkind 
to  critics  or  to  dramatists.  Expressionism  has  been  more  of  a 
lofty  gesture  than  the  realization  of  a  W eltanschauung  in  an  art- 
form.  As  a  result  both  the  critics  and  dramatists  have  often 
gone  astray  in  attempting  to  interpret  the  gesture  or  to  transmute 
it  into  an  art-product.  One  needs  only  to  consider  the  subject  of 
romanticism,  its  products  and  its  critics,  to  understand  what  has 
occurred  in  expressionism. 

1  Granted,  of  course,  that  many  self-styled  expressionists  looked  upon 
the  new  movement  as  an  aesthetic  program  and  even  as  a  fine  spring-board 
by  virtue  of  which  one  might  clear  the  buttocks  of  Pegasus  and  land  high 
in  the  saddle. 


82 


Strindberg’s  Dramatic  Expressionism 


One  can  say  of  expressionism,  even  with  its  art-products  lying 
close  at  hand,  that  it  was  certainly  a  lofty  gesture,  that  its  aims 
were  sound,  and  that  its  frailties  were  no  more  than  one  might 
expect.  Indeed,  it  is  surprising  that  in  the  field  of  drama  so  many 
good  plays  have  been  produced,  even  though  no  work  of  out¬ 
standing  genius  rises  far  above  all  the  others.  Again,  this  type 
of  drama  is  the  product  of  very  young  men,  and  Bab  is  probably 
right  in  pointing  out  that  the  world  might  experience  some  diffi¬ 
culty  in  flowing  through  the  egos  of  these  “  knaben  ’’-dramatists: 
childishness  and  dilettantism  are  quite  natural  effects. 

We  hasten  back  to  our  thesis,  away  from  this  digression.  We 
set  out  to  establish  norms,  irrespective  of  their  aesthetic  validity, 
and  this  work  has  been  done.  The  problem  of  the  aesthetics  of 
expressionism  is  out  of  our  immediate  province. 


Part  II 

EXPRESSIONISM  IN  STRINDBERG’S 

DRAMAS 


Ungerechtigkeit  und  Schmutz  werfen  sie  nach  dem  Einsamen:  aber, 
mein  Bruder,  wenn  du  ein  Stern  sein  willst,  so  musst  du  ihnen  deshalb 
nicht  weniger  leuchten! 

—  nietzsche,  Also  sprach  Zarathustra 

Mit  Bucklichten  darf  man  schon  bucklicht  reden! 

—  nietzsche,  Also  sprach  Zarathustra 


CHAPTER  I 

INTRODUCTION 

'J'HE  problem  before  us  has  already  been  stated.  The  factors 
that  have  been  determined  in  the  first  part  of  this  study  will 
now  be  used  as  norms  in  the  discussion  of  Strindberg’s  dramas. 
We  shall  proceed  chronologically,  except  when  a  particular  type 
of  drama  demands  association  with  an  earlier  item  or  groups 
The  Dance  of  Death  which  was  written  in  1901  will  be  considered 
with  the  so-called  naturalistic  dramas,  even  though  it  was  written 
more  than  a  decade  after  The  Father  and  Miss  Julia}  Likewise, 
The  Great  Highway  which  appeared  in  1909  will  be  associated 
with  the  To  Damascus  trilogy,2  owing  to  the  immediate  similar¬ 
ity  of  form  and  content.  The  dramatic  fragments  will  also  be 
discussed  out  of  chronological  order  after  the  completed  dramas 
have  been  studied. 

The  text  used  is  that  of  the  Collected  Works  3  edited  by  John 
Landquist  and  appearing  from  the  press  of  Albert  Bonnier, 
Stockholm,  from  1913  to  1924  in  fifty-five  volumes.  In  addition, 
there  are  two  volumes  of  posthumous  works  edited  by  Professor 
Carlheim-Gyllenskold.4  The  editor  of  the  Collected  Works,  John 
Landquist,  has  done  a  painstaking  piece  of  work  and  has  com¬ 
pared  all  earlier  editions.  Furthermore,  he  has  made  note  of  all 
changes  in  the  text  and  given  them  in  an  appendix  to  each  volume, 
so  that  the  critic  has  all  textual  data  before  him.  The  Landquist 

1  The  Father  was  written  and  published  in  1887;  Miss  Julia,  written 
and  published  in  1888. 

2  Written  1897-1904. 

3  Strindberg,  August,  Samlade  skrifter.  References  to  this  work  will 
hereafter  be  given  as  in  the  following  example:  Strindberg,  XXXIX,  211. 

4  Strindberg,  August,  Samlade  otryckta  skrifter,  Bonnier,  Stockholm, 
1918.  “  Forsta  delen,  dramatiska  arbeten  ”  is  the  volume  used  in  this  study. 
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edition  is,  in  fact,  the  authoritative  text  and  is  used  constantly 
by  the  outstanding  Strindberg  scholar,  Professor  Martin  Lamm.5 
Citations  from  the  German  translation  will  be  made  from 
“  August  Strindbergs  Werke,  ubertragen  von  Emil  Schering, 
Miinchen,  Georg  Muller”  (copyrights  1908  to  1928).  The 
Deutsche  Gesamtausgabe  has  thus  far  reached  forty-nine  vol¬ 
umes  which  are  grouped  in  eight  sections.  Of  these  forty-nine 
volumes  five  are  either  just  off  the  press  or  still  in  preparation. 
In  the  section  devoted  to  letters  one  of  the  volumes,  Briefe  an 
Emil  Schering,  1894-1912,  does  not  appear  in  the  Swedish  edition 
by  Landquist.  The  English  text  used  is  that  of  the  four  series 
of  plays  translated  by  Edwin  Bjorkman  (Charles  Scribner’s  Sons, 
1912  to  1916),  and  consisting  of  eighteen  of  the  sixty-five  extant 
dramatic  items.  The  use  of  the  Bjorkman  translation  will  be 
very  limited.  While  much  credit  is  due  to  Bjorkman  for  his 
pioneering  work  in  making  the  English  reading  public  aware  of 
and  familiar  with  Strindberg,  some  opprobrium  must  also  be 
heaped  on  his  head  for  toning  down  the  stark  passages  and  not 
permitting  Strindberg  to  repeat  in  English  what  he  has  written 
in  Swedish. 

LIMITATIONS  OF  THE  SUBJECT 

It  is  obvious  that  this  study  cannot  pretend  to  discuss  Strind¬ 
berg’s  complete  dramatic  works  apart  from  the  subject  of  ex¬ 
pressionism,  nor  will  it  define  dramatic  categories  apart  from  the 
expressionistic.  When  we  refer  to  a  class  of  drama,  naturalistic, 
for  example,  we  shall  follow  the  classification  of  Professor  Martin 
Lamm,  unless  our  study  assigns  the  group,  or  any  item  therein, 
to  the  expressionistic  category.  We  shall  hold  ourselves  re¬ 
sponsible  only  for  the  establishment  of  one  classification,  that 
of  expressionism. 

5  Lamm,  Martin,  Strindbergs  dramer,  forra  delen,  1924;  senare  delen, 
1926,  Albert  Bonnier,  Stockholm.  This  work  will  be  referred  to  hereafter 
as  Lamm,  I,  26,  or  Lamm,  II,  28. 
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Furthermore,  this  study  cannot  take  space  to  explain  indi¬ 
vidually  why  each  of  a  large  number  of  dramas  has  been  excluded 
without  mention.  All  the  dramas  have  been  read  and  carefully 
studied,  and  those  that  yielded  nothing  have  been  ignored  as  not 
pertinent  to  the  subject.  There  is  even  one  group  containing 
expressionistic  elements  that  has  been  omitted,  the  historical 
dramas.  These  dramas  demand  a  careful  study  of  sources  if  one 
is  to  note  whether  Strindberg  has  subjectively  distorted  his 
material,  and,  if  so,  to  how  great  an  extent.  Such  a  study  is 
clearly  out  of  our  range,  both  with  respect  to  availability  of 
source  material 6  and  the  practical  matter  of  book  space. 

Again,  this  study  will  not  discuss  expressionism  in  Strindberg’s 
poems,  novels  or  short  stories.  As  a  matter  of  general  interest, 
however,  the  reader’s  attention  is  called  to  all  the  so-called  auto¬ 
biographical  novels,  and  especially  to  the  Interview  which  Strind¬ 
berg  wrote  for  his  first  autobiographical  novel,  The  Son  of  a 
Servant.7  The  novels  of  the  Inferno  period  and  later  would 
need  especial  consideration,  with  one  eye  on  the  scientific  investi¬ 
gations  of  Jaspers  8  and  Rahmer,9  and  the  other  on  Pfister’s  book 
on  expressionism.10  The  most  promising  of  the  poems  seems  to 
be  Nights  of  Sleepwalking  in  Broad  Daylight,11  a  poem  in  free 
verse  written  in  1883;  for  the  very  title  inspires  curiosity  and  also 
suggests  possibilities  of  expressionism.  This  by  no  means  ex¬ 
hausts  the  available  material,  but  merely  indicates  that  Strind¬ 
berg’s  expressionism  unquestionably  involves  a  field  somewhat 
larger  than  the  one  we  are  investigating. 

6  Scholarly  work  on  Strindberg  will  continue  to  be  handicapped  until 
letters,  documents  and  literary  remains  are  either  published  or  the  various 
private  and  national  archives  are  thrown  open  to  scholars.  Even  Professor 
Lamm  has  apparently  not  had  access  to  everything. 

7  Strindberg,  XVIII,  452-458. 

8  Jaspers,  Karl,  Strindberg  und  van  Gogh,  2  erganz.  Aufl. 

9  Rahmer,  Sigismund,  Strindberg,  e.  patholog.  Studie. 

10  Pfister,  0.,  Expressionism  in  Art. 

11  Somngdngarnatter  pa  vakna  dagar,  Strindberg,  XIII,  205-295. 
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EARLIER  INVESTIGATIONS 

Among  all  the  articles  and  books  discussing  Strindberg’s 
dramatic  works,  none  has  given  definitive  treatment  to  a  single 
drama  from  the  standpoint  of  expressionism.  Diebold 12  and 
Soergel 13  have  given  general  discussions;  Marcus  14  and  Lamm  15 
have  not  employed  norms  of  expressionism.  The  general  charac¬ 
ter  of  investigations  carried  on  thus  far  is  well  illustrated  by  Dr. 
Paul  Landau’s  article  in  Die  deutsche  Biihne.16 

Landau  considers  six  dramas:  Easter ,  Advent,  To  Damascus,  A 
Dream  Play,  After  the  Fire  and  The  Ghost  Sonata.  He  also  men¬ 
tions  The  Pelican,  The  Thunderstorm  and  The  Great  Highway. 
The  question  that  Landau  attempts  to  answer  is  this:  “  Welches 
sind  nun  die  Elemente  des  dramatischen  Expressionismus,  den 
Strindberg  in  diesen  Werken  ausgebildet  hat?  ”  Landau  gen¬ 
eralizes  without  analysis  of  the  dramas:  (1)  There  is  no  objective 
presentation  of  reality,  but  on  the  other  hand  a  limning  of  “  rein 
subjektiver  Seelenzustande  ”;  (2)  All  the  characters  in  these 
dramas  are  “  Ausstrahlungen  seines  Ichs  (3)  The  scenes  and 
tableaux  are  comparable  to  visions  and  phantasies  in  which  inner 
experience  is  portrayed;  (4)  Typification  goes  hand  in  hand  “  mit 
dieser  Subjektivierung  des  ganzen  Weltbildes”;  (5)  The  action 
seems  unreal  even  when  there  is  an  obvious  presentation  of  every¬ 
day  milieu  —  dream  character  predominates;  (6)  The  composi¬ 
tions  are  much  like  certain  paintings,  schematized  contrapuntally 
and  thus  comparable  to  music;  (7)  “  Zeit  und  Raum  sind  gleich- 
giiltig  geworden.” 

So  sind  diese  Dramen  Strindbergs  echte  expressionistische  Kunst, 
Ausdruck  einer  seelischen  Notwendigkeit  ohne  Riicksicht  auf  die  Natur, 
Schopfungen  einer  neuen  Phantasiewelt,  Stucken  einer  gewaltigen,  ganz 

12  Diebold,  Bernhard,  Anarchie  im  Drama,  pp.  147-232. 

13  Soergel,  Dichtung  und  Dichler  der  Zeit,  pp.  176-204. 

14  Marcus,  Carl  David,  Strindbergs  Dramatik.  15  Lamm,  I— II . 

16  Landau,  Paul,  “  Strindberg  als  Dramatiker  des  Expressionismus,” 
Die  deutsche  Buhne,  May  24,  1920,  pp.  371-374. 
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personlichen  und  zugleich  iiberpersonlichen  Konfession,  die  ihre  Finale 
finden  in  jenem  Epilog  der  Grossen  Landstrasse,  auf  der  der  ewige  Wan¬ 
derer  und  Sucher,  der  dieser  Dichter  war,  noch  einmal  die  Bilder  und 
Gestalten  seiner  inneren  Vision  an  sich  voriiberziehen  liisst . 

It  is  the  object  of  this  book  to  give  evidence  to  prove  or  dis¬ 
prove  the  validity  of  such  generalizations  as  the  ones  above,  not 
simply  with  regard  to  the  few  plays  mentioned,  but  the  complete 
dramatic  works,  excluding  the  historical  dramas.  The  evidence, 
of  course,  must  be  largely  internal,  drawn  from  the  dramas 
themselves,  if  conclusions  are  to  be  established. 

AUTOBIOGRAPHICAL  NATURE  OF  STRINDBERG’S  WORKS 

Expressionism  calls  for  the  supersubjective  individual.  When 
we  consider  Strindberg’s  works,  we  shall  have  to  bear  in  mind 
constantly  that  these  works  are  products  of  a  supersubjective 
individual.  They  are,  in  a  sense,  autobiographical  documents. 
Laura  Marholm  early  recognized  this  fact:  “  Strindbergs  sammt- 
liche  Werke  sind  eigentlich  nur  biographische  Beitrage  zur 
Losung  seines  Ich-Rathsels.”  17  Note  well  that  this  statement 
was  made  in  1895,  just  before  the  beginning  of  the  Inferno  period, 
and  also  before  Strindberg  wrote  the  dramas  usually  charac¬ 
terized  as  expressionistic  by  German  critics. 

Much  more  recently  Martin  Lamm  has  discussed  the  auto¬ 
biographical  character  of  Strindberg’s  wrorks: 

When  one  has  limned  Strindberg’s  personality  one  has  already  given 
a  descriptive  account  of  his  authorship.  In  world  literature  there  are 
assuredly  very  few  writers  in  whom  life  and  literature  so  wholly  intertwine. 
If  his  personality  is  nothing  else  than  the  disemboguement  of  his  violently 
vital  and  intense  temperament,  then  his  literary  product  is  essentially 
nothing  more  than  the  image  of  this  temperament  on  paper.  The  ex¬ 
planation  of  the  powerful  influence  that  he  has  exercised  both  among  us 
and  in  foreign  countries  rests  in  no  small  degree  in  his  astonishing  im¬ 
mediateness.  To  read  him  is  the  same  as  to  live  with  him.18 

Strindberg’s  entire  output  is  grouped  around  the  great  autobiographical 
works.  It  is  really  nothing  else  than  a  gigantic  self-incarnation.  Those 

17  Marholm,  Laura,  Wir  Frauen  und  unsere  Dichter,  p.  166. 

18  Lamm,  I,  19. 
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works  of  Strindberg  are  easy  to  reckon  in  which  he  does  not  appear  in 
some  disguise  or  other,  in  which  some  person  or  other  has  not  received 
the  author’s  features.  And  even  in  those  works  which  are  apparently  quite 
foreign  to  Strindberg’s  own  sphere  of  life,  the  dialogues  throughout  carry 
his  accents,  everything  is  seen  and  depicted  with  his  unique  intensity, 
everything  is  so  plainly  stamped  with  his  temperament,  that  even  for  the 
most  absurd  situations  one  finds  himself  tempted  to  guess  at  an  auto¬ 
biographical  background. 

The  main  part  of  his  production  has  also  received  its  inspiration  from 
his  own  experiences  in  life.  In  the  first  decade  of  his  activity  as  an  author, 
conflicts  from  his  childhood  home  appear  in  more  or  less  disguised  form 
in  his  writings.  Later,  his  first  marriage  furnishes  him  a  nearly  inex¬ 
haustible  source  for  motifs,  and  during  the  last  decades  of  his  life  he 
practically  wears  out  the  mystic  experiences  of  his  Inferno  period.  By 
1887  19  Strindberg  has  already  written  so  much  about  himself  that  he  com¬ 
plains  in  a  touching  letter  to  Lundegard  that  for  him  literature  and  life 
have  been  mixed  to  such  a  degree  that  he  seems  to  live  a  shadow-life.20 

It  would  seem  at  first  glance  that  praotically  every  work  by 
Strindberg  must  be  expressionistic,  since  the  autobiographical 
element  so  pervades  all  his  writings.  That  this  is  not  wholly  true 
is  evidence  again  of  the  fact  that  subjectivity  in  expressionism 
is  of  a  peculiar  kind,  and  the  form-and-content  mould  into  which 
it  is  poured  also  differs  from  other  art-forms. 

19  Lamm  gives  the  date  as  1888,  but  this  is  evidently  a  typographical 
error,  for  the  letter  is  dated  the  12th  of  November,  1887,  in  Lundegard’s 
book,  Nagra  Strindbergsminnen  knutna  till  en  handfull  brev,  pp.  49-66. 
See  below,  p.  100. 

20  Lamm,  I,  21. 
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A  STUDY  of  the  eleven  dramas  1  written  before  The  Father  2 
fails  to  reveal  any  promising  material  for  our  study.  True 
enough,  if  the  dramas  were  put  into  the  press  of  expressionistic 
criticism  various  pertinent  elements  might  be  squeezed  from 
them,  especially  the  ever  present  autobiographical  factor.  In¬ 
deed,  we  are  told  by  Strindberg  himself  that  family  history  was 
included  in  his  first  drama,  A  Name’s-day  Gift.3  Yet,  to  exploit 
such  material  without  sufficient  and  convincing  data,  is  obviously 
to  manufacture  evidence. 

There  is  only  one  work  that  demands  a  slight  halt  before  pro¬ 
ceeding  to  the  discussion  of  The  Father.  This  is  the  Postludium 
to  the  verse  edition  of  Master  Olof ,4  In  his  autobiographical 
work  Inferno  5  Strindberg  implies  that  he  has  been  punished  by 
the  invisible  powers  for  having  written  a  miracle  play  into 
Master  Olof.  The  miracle  play  is  given  within  the  framework 
of  the  Postludium  and  is  interesting  because  in  it  the  dramatist 
has  stepped  aside  from  the  general  trend  of  drama  and  dipped 
a  bit  into  mysticism  and  mythology.  Lamm  says  6  that  Strind¬ 
berg  most  certainly  has  taken  the  play  from  a  sixteenth  century 
miracle  play,  but  he  has  also  moulded  into  the  tiny  drama  his 
reactions  to  Hartmann’s  Philosophy  of  the  Unconscious .7  More- 


1  See  list  of  Strindberg’s  dramas  below,  pp.  215-220. 

2  Written  and  published  1887. 

3  Strindberg,  XVIII,  340.  A  Name’s-day  Gijt  was  sent  to  a  theater 
and  lost.  It  is  interesting  to  note  that  in  this  very  first  play  Strindberg  used 
a  theme  that  was  to  occur  repeatedly,  reconciliation  to  life  through  woman. 

4  Written  1876;  Postludium,  a  fragment,  written  1877. 

5  Strindberg,  XXVIII,  204.  6  Lamm,  I,  169.  7  Published,  1869. 
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over,  he  has  cast  into  the  play  his  own  reflections  on  the  powers 
of  good  and  evil.8  In  The  Author,  the  fourth  book  of  The  Son  of 
a  Servant,  Strindberg  himself  says,  'apropos  of  this  miracle  play, 
that  he  could  no  longer  believe  in  a  God  who  personally  inter¬ 
feres  with  all  the  trivial  affairs  of  human  beings,  so  in  his  play 
he  created  another  power,  “  The  Eternal  One,”  to  rule  above  the 
evil  power  God  and  the  good  power  Lucifer ,9 

The  miracle  play  has  the  title  De  Creatione  et  Sententia  Vera 
Mundi.  The  theatre  is  divided  into  three  parts:  heaven,  earth, 
and  hell.  “  Personae  Dramatis  quatuor  sunto:  scilicet,”  The 
Eternal  One  (Invisible);  God,  or  the  Evil  Power;  Lucifer,  lit¬ 
erally,  the  Light-bringer,  or  the  Good  Power;  also,  Michael,  or, 
the  Evil  Angel.  The  play,  which  in  subject-matter  harks  back 
to  Prometheus  Bound  and  to  Paradise  Lost,  deals  with  the  strug¬ 
gle  between  Good  and  Evil,  crystallized  into  gods,  God  and 
Lucifer.  The  expressionist  would  say  that  somewhere  between 
the  two  lies  the  heart  of  reality,  but  Strindberg  put  the  heart  of 
reality  into  “  The  Eternal  One  ”  who  is  not  between  the  two 
since  he  is  so  far  removed  that  he  visits  them  only  once  in  a 
myriad  of  years. 

It  would  not  be  wise  to  attempt  to  force  evidence  from  the  few 
pages  of  this  miracle  play.  As  it  stands,  however,  the  little 
drama  is  interesting  as  a  kind  of  prologue  to  later  expressionistic 
tendencies. 

“  THE  FATHER  ” 

The  critic  in  search  of  expressionistic  drama  might  naturally 
be  expected  to  cast  aside  the  so-called  naturalistic  dramas  as 
obviously  irrelevant  material.  Yet  anyone  who  has  read  care¬ 
fully  The  Father  or  The  Dance  of  Death,10  or  attended  a  perform¬ 
ance  of  either,  must  have  been  impressed  by  the  terrific  struggle 
of  the  characters,  and  especially  by  the  demonic  ecstasy  in  the 

8  Lamm,  I,  171.  10  Written  and  published  1901. 

9  Strindberg,  XIX,  158. 
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second  play.  Furthermore,  even  in  The  Father  there  is  a  sense 
of  the  unreal  and  the  mystic  that  should  not  escape  the  critic’s 
attention. 

Emile  Zola  was  highly  impressed  by  The  Father,  but  he  was 
not  fully  satisfied  with  it  as  an  example  of  naturalistic  drama. 
In  his  letter  of  December  14,  1887,  he  writes:  11 

Monsieur  et  Cher  Confrere! 

J’ai  de  bien  grandes  excuses  a  vous  faire,  pour  mon  long  silence.  Mais 
si  vous  saviez  quelle  existence  est  la  mienne,  que  de  travail  et  que  de 
tracas!  Je  ne  voulais  pas  vous  renvoyer  votre  manuscrit  sans  l’avoir  lu, 
et  je  viens  enfin  de  trouver  le  temps  necessaire. 

Votre  drame  m’a  fortement  interesse.  L’idee  philosophique  en  est  tres 
hardie,  les  personnages  en  sont  tres  audacieusement  campes.  Vous  avez 
tire  du  doute  de  la  paternite  des  effets  puissants,  troublants.  Enfin,  votre 
Laure  est  vraiment  la  femme  dans  son  orgueil,  dans  l’inconscience  et  dans 
le  mystere  de  ses  qualites  et  de  ses  defauts.  Elle  restera  enfoncee  dans 
ma  memoire.  En  somme,  vous  avez  ecrit  une  oeuvre  curieuse  et  interes- 
sante,  ou  il  y  a,  vers  la  fin  surtout,  de  tres  belles  choses.  Pour  etre  franc, 
des  raccourcis  d’analyse  m’y  genent  un  peu.  Vous  savez  peut-etre  que  je 
ne  suis  pas  pour  l’abstraction.  J’aime  que  les  personnages  aient  un  etat 
civil  complet,  qu’on  les  coudoie,  qu’ils  trempent  dans  notre  air.  Et  votre 
capitaine  qui  n’a  pas  meme  de  nom,  vos  autres  personnages  qui  sont 
presque  des  etres  de  raison,  ne  me  donnent  pas  de  la  vie  la  sensation  com¬ 
plete  que  je  demande.  Mais  il  y  a  certainement  la,  entre  vous  et  moi,  une 
question  de  race.  Telle  qu’elle  est,  je  le  repete,  votre  piece  est  une  des 
rares  oeuvres  dramatiques  qui  m’aient  profondement  remue. 

Croyez-moi  votre  bien  devoue  et  bien  sympathique  confrere. 

Emile  Zola 

Zola,  while  appreciating  the  work  as  a  powerful  drama,  feels 
nevertheless  that  The  Father  does  not  measure  up  to  all  the 
requirements  for  drama,  naturalistic  drama,  of  course.  The 
thought  is  bold,  the  characters  are  audaciously  drawn;  but  Zola 
has  little  use  for  abstraction.  He  wants  the  characters  in  a 
play  like  the  ones  we  elbow  every  day,  people  who  are  in  a 
plane  with  the  rest  of  us  mortals.  The  Captain,  for  instance, 
has  not  even  a  name!  The  other  characters  also  fail  to  give 
Zola  the  feeling  of  reality  that  he  demands;  they  are  creatures 


11  Strindberg,  XXIII,  422-423. 
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of  reason  and  not  of  flesh  and  blood.  The  French  naturalist, 
either  to  lighten  his  criticism  with  polite  evasion,  or  else  admitting 
that  he  could  not  understand  the  drama,  put  the  blame  on  the 
racial  differences  between  himself  and  Strindberg. 

Martin  Lamm,  in  concluding  his  study  of  The  Father,12  dis¬ 
cusses  the  play  in  relation  to  naturalism.  He  considers  Ibsen’s 
Ghosts13  and  Bjornson’s  Beyond  Hitman  Power 14  as  steps 
toward  naturalism,  and  The  Father  as  an  additional  step  in  the 
same  direction.  Lamm,  however,  realizes  that  The  Father  is 
after  all  not  a  naturalistic  drama,  as  Palmblad  well  indicates 
in  his  review  of  Lamm’s  books.15  “  Nothing  could  better  illustrate 
the  keen  insight  of  a  critic  or  the  artistic  achievement  of  a  writer 
who  built  better  than  he  knew  than  Lamm’s  interpretation  of 
the  title  character  of  Fadren.  When  he  tells  us  that  the  Cap¬ 
tain’s  suspicions  are  really  the  products  of  his  own  brain,  and 
that  Laura  merely  ‘  whispers  in  his  ears  ’  what  he  already  ‘  thinks 
darkly,’  our  first  impulse  is  to  say  that  he  has  failed  to  grasp  the 
meaning  of  the  play.  But  a  closer  study  of  the  character  shows 
how  well  his  interpretation  fits.  We  may  be  sure  that  the  dram¬ 
atist  never  intended  to  endow  his  hero  with  this  predisposition 
for  suspicion.  That  the  assumption  of  its  existence  harmonizes 
so  well  with  the  general  portrayal  of  the  character  is,  of  course, 
due  to  the  fact  that  the  Captain  is  to  a  large  extent  a  projection 
of  Strindberg  himself.”  It  is  obvious  that  some  knowledge  of 
expressionism  would  have  permitted  Lamm  to  see  clearly  what 
he  now  discerns  faintly  through  the  obsidian  lens  of  naturalistic 
criticism:  to  wit,  there  are  elements  in  The  Father  that  are 
wholly  foreign  to  naturalism  but  entirely  native  to  expressionism. 

The  Father  does  not  meet  the  requirements  for  naturalistic 

12  Lamm,  I,  300. 

13  Published  1881. 

14  Part  I  published  1883. 

15  Palmblad,  review  of  Martin  Lamm’s  Strindbergs  dramer,  Scandinavian 
Studies  and  Notes,  November,  1928,  pp.  115-117. 
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drama,  but  it  does  satisfy  some  of  the  demands  for  expression¬ 
ists  drama.  The  dramatis  personae,  for  example,  might  well 
stand  in  any  play  of  German  expressionism.  The  Captain  is 
without  a  name  16  and  none  of  the  characters  has  a  complete  civil 
status.  The  list  might  well  be  given  as,  the  Captain,  his  Wife, 
their  Daughter,  the  Doctor,  the  Minister,  the  Nurse,  the  Soldier 
and  the  Orderly,  without  in  the  least  affecting  the  content  of  the 
play.  These  characters  in  fact  do  not  seem  to  be  individuals 
at  all,  but  on  the  other  hand  do  appear  to  be  types. 

Yet  it  is  not  enough  to  determine  typification  merely  by 
studying  the  list  of  characters  in  the  dramatis  personae.  On 
reading  the  play,  we  learn  that  the  Captain  is  an  army  man,  a 
scientist,  husband,  father  and  is  decidedly  masculine.  Laura  is 
wife,  mother  and  feline.  In  neither  case,  however,  is  there 
anything  to  qualify  the  characters  as  individuals  bound  to  a 
particular  milieu.  Profession,  family  status  and  sex  are  the 
qualifications  given;  and  these  qualifications  may  well  include 
characters  in  any  milieu,  for  they  are  not  individual  tags. 

If  we  follow  Picard’s  article  on  expressionism  there  is  little 
difficulty  in  determining  the  character  of  typification.17  The 
Father  portrays  the  struggle  of  opposites,  male  and  female.  It  is 
the  sex  war  that  is  conditioned  not  by  time,  by  place,  or  by  in¬ 
dividuality,  but  by  the  anti-poles  male  and  female.  It  is  the 
elemental  battle  which  Spengler  describes  so  well:  18 

Hier  kampfen  in  Mann  und  Weib  die  beiden  Arten  von  Geschichte  um 
die  Macht.  Das  Weib  ist  stark  und  ganz  was  es  ist,  und  es  erlebt  den 
Mann  und  die  Sohne  nur  in  bezug  auf  sich  und  seine  Bestimmung.  Im 
Wesen  des  Mannes  liegt  etwas  Zwiespaltiges.  Er  ist  dies  und  noch  etwas 
andres,  was  das  Weib  weder  begreift  noch  anerkennt  und  als  Raub  und 
Gewalt  an  seinem  Heiligsten  empfindet.  Das  ist  der  geheime  Urkrieg 


16  Laura  and  the  nurse  do  call  the  Captain  “  Adolf  ”  occasionally. 

17  It  should  be  clear  that  these  characters  are  not  individuals  even  if 
one  has  not  read  Picard’s  article. 

18  Spengler,  Der  Untergang  des  Abendlandes,  II,  402  (English  transla¬ 
tion,  II,  328). 
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der  Geschlechter,  der  ewig  dauert,  seit  es  Geschlechter  gibt,  schweigend, 
erbittert,  ohne  Versohnung,  ohne  Gnade.  Es  gibt  auch  da  Politik, 
Schlachten,  Biindnisse,  Vertrag  und  Verrat.  Die  Rassegeflihle  von  Hass 
und  Liebe,  die  beide  aus  den  Tiefen  der  Weltsehnsucht,  aus  dem  Urgefiihl 
der  Richtung  stammen,  herrschen  zwischen  den  Geschlechtern  unheim- 
licher  noch  als  in  der  andern  Geschichte  zwischen  Mann  und  Mann.  Es 
gibt  Liebeslyrik  und  Kriegslyrik,  Liebestanze  und  Waffentanze  und  zwei 
Arten  der  Tragodie  —  Othello  und  Macbeth  —  aber  bis  in  die  Abgriinde  von 
Klytamnestras  und  Kriemhilds  Rache  reicht  nichts  in  der  politischen  Welt. 

The  play  reveals  that  the  Captain  and  his  wife  are  engaged 
in  a  terrific  struggle  that  seems  to  have  been  precipitated  at  the 
very  beginning  of  the  marriage,  at  least  twenty  years  earlier.19 
The  obvious  dramatic  conflict  is  centered  upon  the  mastery  of 
the  daughter,  the  desire  to  determine  her  education  and  career. 
But  behind  all  this  is  the  urge  of  the  one  sex  to  dominate  the 
other.  The  Captain  fights  openly  and  above  board,  employing 
the  weapons  of  the  male;  Laura,  on  the  other  hand,  fights  with 
the  animal  cunning  that  will  use  any  means  whatsoever  to  gain 
control  of  the  situation.  It  is  an  uneven  struggle,  for  the  rules 
of  combat  are  not  the  same  for  both  contestants ;  the  Captain  is 
governed  by  some  principles  but  Laura  is  motivated  only  by  the 
desire  to  win  the  battle.  It  is  clearly  the  ur- struggle  of  the 
ur- pair,  male  and  female. 

Here  we  have  man  and  woman  filled  with  all  the  hate  in  the 
universe,  and  the  suspense  of  the  drama  is  such  that  we  see  only 
one  man  and  only  one  woman  in  this  world.  They  are  also  cast 
in  a  struggle  that  draws  them  toward  each  other  with  a  terrific 
force,  for  the  two  are  inextricably  united  in  the  child.  Through 
the  child  each  struggles  for  domination  over  the  other,  and 
through  the  child  each  is  bound  to  the  other.  If  there  is  any 
essential  reality  born  of  this  struggle  of  opposites  it  must  be  this 
alone;  the  inevitable  union  and  equally  inevitable  and  ever¬ 
lasting  disharmony  of  the  sexes. 

In  addition  to  typification  and  the  struggle  of  opposites  there 


19  Strindberg,  XXIII,  17,  27. 
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is  much  autobiographical  material  in  The  Father.  One  cannot 
possibly  read  the  autobiographical  novels  of  Strindberg  without 
discovering  that  they  are  excellent  sources  for  the  dramas. 
Lamm  has  drawn  lines  to  The  Father  not  only  from  Le  plaidoyer 
d’un  fou20  but  also  from  letters  written  by  Strindberg  during  the 
’eighties.21  Lamm  clearly  indicates  the  autobiographical  nature 
of  The  Father  without,  however,  making  immediate  identifica¬ 
tions  of  specific  incidents  of  the  play  with  specific  incidents  in 
Strindberg’s  life.22  Situations  are  similar,  but  they  must  often 
be  translated  and  not  directly  transferred  from  Strindberg’s  life 
to  his  works. 

Strindberg  was  living  at  Lindau  in  Bavaria  at  the  time  he  was 
writing  The  Father.  Obviously  enough,  the  military  environment 
influenced  Strindberg  in  selecting  a  captain  for  his  main  charac¬ 
ter.  It  is  likewise  clear  that  this  captain  is  the  mouthpiece  of 
the  dramatist.  At  the  time  of  writing  The  Father,  Strindberg 
was  greatly  concerned  with  his  own  state  of  mind,  and  feared 
that  insanity  would  eventually  overtake  him ; 23  and  he  also  felt 
that  his  wife  was  doing  her  best  to  get  him  out  of  the  way.  The 
quarrel  in  the  Strindberg  family  centered  about  the  education 
of  the  two  daughters,  the  elder  of  whom  was  six  years  of  age. 
Siri  von  Essen  24  wanted  the  daughters  to  be  actresses,25  whereas 
Strindberg  demanded  that  the  girls  be  given  a  practical  educa- 

20  Strindberg  wrote  this  work  in  French.  It  was  later  translated  into 
Swedish  under  the  title  En  dares  jorsvarstal  (Strindberg,  XXVI) ;  into 
German  as  Die  Beichte  eines  Toren;  and  into  English  as  The  Confession 
of  a  Fool.  The  last  two  titles  are  not  accurate,  for  the  content  of  the 
book,  as  well  as  the  original  French  title,  demands  a  title  that  carries  the 
meaning  “  The  Defense  Plea  of  a  Madman.” 

21  Lamm,  I,  264-301. 

22  It  must  be  remembered  that  the  autobiographical  novels  are  novels. 

23  See  Karl  Jaspers,  Strindberg  xmd  Van  Gogh. 

24  Siri  von  Essen  was  Strindberg’s  first  wife.  One  should  read  Karin 
(Strindberg)  Smirnoff’s  book  Strindbergs  forsla  hustru  for  a  view  of  Siri 
von  Essen  that  helps  to  balance  other  accounts. 

25  Greta  Strindberg  actually  became  an  actress;  her  career  was  cut 
short  when  she  was  killed  in  a  railway  accident  in  1912. 
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tion.26  Strindberg  was  also  suspicious  that  his  wife  had  not 
been  faithful  to  him,  for  he  was  not  positive  that  the  son  born  in 
1886  was  actually  his  own  child.27  Situations  are  the  same  in 
Strindberg’s  own  life  and  in  The  Father;  but  the  details,  of  course, 
are  different  in  each  case.  The  autobiographical  material  has 
been  distorted  for  the  sake  of  the  art-form. 

Critics  are  rather  fond  of  using  Strindberg’s  works  either  to 
make  the  author  sully  his  own  fame  or  that  of  his  wife.28  The 
result  is  that  one  finds  in  print  some  stuff  like  the  following: 
“  One  cannot  speak  of  August  Strindberg  with  much  gusto.  The 
most  broadminded  critic  will  find  himself  under  necessity  to  dis¬ 
approve  of  him  as  a  man  and  to  condemn  so  many  features  of 
his  production  that  almost  one  might  question  his  fitness  as  a 
subject  of  literary  discussion.”  29  This  statement  probably  is 
best  answered  by  a  letter  from  Strindberg  to  Bjornson  which 
carries  the  following  recommendation:  “Read  my  works  and 
then  you  will  learn  something.” 30  One  who  has  read  Strindberg’s 
works  may  get  into  difficulties  of  interpretation,  but  he  can  never 
question  Strindberg’s  “  fitness  as  a  subject  of  literary  discussion.” 

Thus  if  one  reads  Strindberg’s  works  and  the  letters  that  are 
available  one  will  learn  not  to  identify  individual  features  of 
his  life  with  individual  features  of  his  artistic  work  unless  one 
has  conclusive  evidence.  A  reading  of  the  Interview ,31  in  the 
appendix  to  the  first  volume  of  The  Son  of  a  Servant,  should  warn 
one  to  exercise  some  care  in  the  evaluation  of  the  material  pre¬ 
sented  in  all  Strindberg’s  works.  In  this  Interview  the  author  is 
being  questioned  concerning  the  nature  of  his  new  book.  He 
replies  that  it  is  “  The  History  of  a  Soul’s  Development,  1849  to 

26  He  suggested  that  they  be  given  training  in  midwifery! 

27  This  suspicion  is  strongly  limned  and  much  handled  in  Le  plaidoyer 
d’un  fou. 

28  Any  one  of  the  three  wives. 

29  Heller,  Otto,  Prophets  of  Dissent,  p.  71. 

30  Krogvig,  A.,  B0ker  og  mennesker,  Strindberg  letter  of  October  14, 

1884.  31  Strindberg,  XVIII,  452-458. 
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1867,”  the  evolution  oj  a  sold.  As  the  dialogue  proceeds  we  learn 
that  this  new  work  is  not  just  a  novel,  not  even  a  physiological 
novel,  not  an  apology,  not  a  confession ;  it  is  an  attempt  “  in  the 
literature  of  the  future.”  The  author  also  declares  that  he  con¬ 
siders  Zola  the  literary  master  of  Europe  for  the  time  being,  but 
he  believes  that  Zola  overestimates  the  influence  of  milieu. 
“  Furthermore,”  says  the  author,  “  I  believe  that  one  person’s 
life  depicted  fully  is  more  truthful  and  more  enlightening  than  a 
whole  family’s.  How  can  one  know  what  is  occurring  in  the 
brains  of  others,  how  can  one  know  the  involved  motives  of 
another’s  deed,  how  can  one  know  what  this  one  and  that  one 
said  in  a  confidential  moment?  Yes,  one  constructs.  But  thus 
far  the  science  of  man  has  been  little  cultivated  by  authors,  who 
with  scanty  knowledge  in  psychology  have  tried  to  sketch  the 
soul-life  which  is  practically  hidden.  One  knows  only  one  life, 
his  own.  The  advantage  of  sketching  his  own  is  this:  one  deals 
with  a  sympathetic  person,  isn’t  that  true,  and  then  one  always 
looks  for  the  motive  for  his  deeds.”  The  author  goes  on  to  say 
that  he  limns  the  other  characters  of  his  book  in  their  relation  to 
himself.  He  considers  this  as  the  literature  of  the  future  and 
assures  the  interviewer  that  even  as  a  very  young  writer  he  had 
made  plans  for  a  literature  in  which  he  would  present  the  history 
of  the  soul.  This  Interview  is  specifically  a  statement  demanding 
a  literature  of  the  soul.  The  emphasis,  to  be  sure,  is  on  psychol¬ 
ogy,  but  a  psychological  study  of  oneself  would  inevitably  lead 
to  the  field  of  psychoanalysis.  It  is  important  to  note  that  as  a 
history  of  the  soul  this  “  literature  of  the  future  ”  is  not  auto¬ 
biography  according  to  the  established  standards. 

This  Interview  was  written  in  May,  1886,  a  year  before  Strind¬ 
berg  wrote  The  Father.  It  seems  reasonable  to  believe,  with  the 
evidence  that  Lamm 32  has  furnished  regarding  biographical 

32  We  must  keep  in  mind  that  Lamm  translates  biographical  data  and 
does  not  make  gross  identifications  unless  his  evidence  is  complete. 
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data,  that  the  drama  belongs  to  this  “  literature  of  the  future.” 
The  struggle  of  Strindberg  and  Siri  von  Essen  is  taken  out  of  the 
individual  status  and  put  into  the  typical.  The  experiences  are 
indeed  Strindberg’s,  but  by  the  time  they  have  become  a  part  of 
the  soul  and  have  later  been  objectified  in  an  art-form  they  have 
also  gone  through  a  process  of  distortion.  The  Captain  is  Strind¬ 
berg’s  mouthpiece,  but  cannot  be  identified  with  Strindberg  in 
detail.  Laura  is  not  a  mouthpiece  for  Siri  von  Essen,  nor  is  she 
Siri  von  Essen  drawn  true  to  life.  She  is  Strindberg’s  reaction  to 
his  wife  and  becomes  thereby  a  distorted  version  of  Siri  von 
Essen.  The  dramatist  is  not  presenting  other  people’s  souls,  but 
is  objectifying  what  passes  through  his  own  soul. 

No  wonder,  then,  that  Strindberg  should  write  the  following 
letter : 

It  seems  to  me  that  I  am  walking  about  in  my  sleep,  as  though  fiction 
and  life  were  blended.  I  don’t  know  if  The  Father  is  fiction  or  if  my  life 
has  actually  been  so;  but  it  seems  that  all  this  will  evanish  for  me  in  a 
given  moment  which  is  soon  approaching,  and  then  I  shall  collapse  with 
insanity  and  tortures  of  conscience  or  else  commit  suicide.  Through  much 
writing  my  life  has  become  a  shadow  life.  I  no  longer  seem  to  be  treading 
on  earth  but  rather  to  be  hovering  without  weight  in  an  atmosphere  not 
of  air  but  of  darkness.  Should  any  light  penetrate  this  darkness  I  would 
tumble  down  crushed.  Peculiarly  enough,  an  oft  recurring  dream  at  night 
is  that  I  feel  myself  flying,  without  weight,  find  it  quite  natural.  Likewise, 
all  concepts  of  right,  wrong,  true,  false,  disappear;  and,  whatsoever  happens, 
no  matter  how  unusual  it  is,  strikes  me  as  quite  fitting.33 

And  Strindberg  was  unconscious  of  the  manner  in  which  he 
built  The  Father?  That  may  still  be  a  moot  question.  One 
thing,  however,  is  certain:  the  author  of  the  letter  just  quoted, 
of  the  Interview,  and  of  The  Father,  most  assuredly  will  not 
give  exact  reports  of  objective  experience.  His  works  will  be 
born  of  inner  experience,  of  Ausstrahlungen  des  Ichs;  so  much  so, 
in  fact,  that  the  author  himself  will  be  unable  to  determine 
whether  his  work  is  fiction  or  actually  a  report  of  his  own  life. 

33  Lundegard,  Axel,  Nagra  Strindbergsminnen  knutna  till  en  handjull 
brev,  p.  66;  letter  of  November  12,  1887. 


So-called  Naturalistic  Dramas 


101 


The  struggle  of  the  sexes,  paternity,34  motherhood  and  the  im¬ 
mortality  of  the  flesh  have  taken  on  concepts  in  the  dramatist’s 
mind.  These  concepts  were  developed  from  observations  in  the 
material  world  and  from  Strindberg’s  own  immediate  experiences. 
Yet  when  these  same  concepts  are  objectified  in  an  art-form 
they  have  been  transformed  to  such  an  extent  that  the  material 
in  art  cannot  be  identified  immediately  with  any  of  the  observa¬ 
tions  or  experiences.  Such  a  transformation,  or  distortion,  is 
quite  obvious  in  The  Father.  It  is  a  drama  that  radiates  from 
the  ego  of  the  author. 

Strindberg’s  drama  The  Father  is  not  naturalistic  in  the  sense 
that  the  author  is  making  a  scientific  experiment  in  drama,  nor 
realistic  in  the  sense  that  he  is  reporting  what  he  has  observed, 
nor  autobiographical  in  that  he  is  giving  the  facts  of  his  own 
life.  Nor  is  it  “  life  seen  through  a  temperament.”  The  play 
cannot  be  considered  merely  as  a  dramatic  portrayal  of  a  woman’s 
success  in  driving  her  husband  insane  by  suggestion;  it  is  not 
just  the  report  of  the  psychologist.  This  play  presents  an  ele¬ 
mental  struggle  of  opposites,  male  and  female  in  their  wr-status, 
that  has  burned  itself  into  the  soul  of  the  dramatist  and  taken 
new  shape  there  with  new  significance.  The  dramatist  has 
fashioned  the  play  not  with  his  eyes  on  the  objective  experiences, 
but  with  his  eyes  turned  within  himself,  focussed  on  his  own  ego. 
The  drama  is  not  therefore  “  life  seen  through  a  temperament,” 
but  life  flowing  through  a  soul.  It  is  Strindberg’s  world  and 
Strindberg’s  ego  flowing  together  in  a  supersubjective  self. 

The  drama  has,  indeed,  the  characteristics  of  expressionistic 
drama:  typification,  an  elemental  struggle  of  opposites,  Aus- 
strahlungen  des  Ichs  with  its  consequent  distortion,  autobiograph¬ 
ical  background  and  a  suspense  that  erases  all  concept  of  time 

34  See  Otto  Weininger,  Geschlecht  und  Charakter,  p.  300,  apropos  of 
the  illusion  of  fatherhood,  and  his  note  on  p.  557  regarding  Strindberg’s 
The  Father.  See  also  Fadren,  Strindberg,  XXIII,  55-56. 
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and  place  even  though  the  dramatic  unities  are  nicely  maintained. 
The  Father  is  clearly  not  satisfactory  as  a  naturalistic  drama 
for  the  very  simple  reason  that  it  is  not  naturalistic!  The  setting 
of  the  drama  is  not  in  the  milieu  of  everyday  life,  but  in  the 
plane  of  sleepwalker  realism  that  characterizes  expressionistic 
drama.  The  drama  has  been  a  misfit  in  the  naturalistic  group 
but  now  can  take  up  its  rightful  place  in  expressionism. 


“  MISS  JULIA  ” 

The  play  Miss  Julia,35  labeled  “  A  Naturalistic  Tragedy,”  is 
especially  convenient  for  study  since  we  are  given  an  author’s 
preface  which  purports  to  explain  the  type  of  drama  to  follow. 
In  this  preface,  Strindberg  implies  that  he  is  giving  us  a  new 
form  of  drama,  and  new  ideas  for  drama  as  well.  At  the  same 
time,  however,  he  protests  that  he  is  really  not  doing  anything 
new! 

In  the  following  drama  I  have  not  tried  to  do  anything  new  —  for  that 
cannot  be  done  —  but  I  have  tried  to  modernize  the  form  in  accordance 
with  the  demands  which  I  thought  the  new  men  of  a  new  time  might  be 
likely  to  make  on  this  art.  And  with  such  a  purpose  in  view,  I  have  chosen, 
or  surrendered  myself  to,  a  theme  that  might  well  be  said  to  lie  outside 
the  partisan  strife  of  the  day:  for  the  problem  of  social  ascendancy  or 
decline,  of  higher  or  lower,  of  better  or  worse,  of  men  or  women,  is,  has 
been,  and  will  be  of  lasting  interest.36 

Again,  he  shouts  what  we  already  know  so  well:  “  I  find  the 
joy  of  life  in  its  violent  and  cruel  struggles,  and  my  pleasure  lies 
in  knowing  something  and  learning  something.”  37 

Regarding  the  cause  for  Miss  Julia’s  tragic  fate,  Strindberg 
declares  that  there  is  a  combination  of  causes  that  forces  the 
issue  of  the  drama,  a  combination  that  points  to  elements  far 
back  of  the  drama  as  well  as  circumstances  within  the  dramatic 

35  Written  and  published  1888. 

36  Strindberg,  Plays,  Bjorkman  translation,  2d  Series,  p.  97. 

3?  Ibid.,  p.  98. 
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frame.  “  Thus  I  have  neither  been  one-sidedly  physiological  nor 
one-sidedly  psychological  in  my  procedure.  Nor  have  I  merely 
delivered  a  moral  preachment.  This  multiplicity  of  motives  I 
regard  as  praiseworthy  because  it  is  in  keeping  with  the  views 
of  our  own  time.”  38  If  Strindberg’s  drama  follows  the  preface 
it  will  surely  be  difficult  to  determine  motivation,  for  that  will 
be  complex  rather  than  single  and  readily  discernible.  But  a 
critic  may  also  fall  into  the  error  of  taking  too  much  stock  in  an 
author’s  preface. 

“  In  regard  to  character-drawing  I  may  say  that  I  have  tried 
to  make  my  figures  rather  ‘  characterless,’  and  I  have  done  so 
for  the  reasons  that  I  shall  now  state.”  39  Strindberg  objects  to 
the  term  “  character  ”  because  too  often  it  has  been  applied  on 
the  stage  to  one  single  element  of  the  soul,  whereas  souls  are 
actually  complex. 

My  souls  (or  characters)  are  conglomerates,  made  up  of  past  and 
present  stages  of  civilization,  scraps  of  humanity,  torn-off  pieces  of  Sunday 
clothing  turned  into  rags  —  all  patched  together  as  is  the  human  soul 
itself.  And  I  have  furthermore  offered  a  touch  of  evolutionary  history  by 
letting  the  weaker  repeat  words  stolen  from  the  stronger,  and  by  letting 
different  souls  accept  ‘  ideas  ’  —  or  suggestions,  as  they  are  called  —  from 
each  other. 

Miss  Julia  is  a  modern  character,  not  because  the  man-hating  half¬ 
woman  may  not  have  existed  in  all  ages,  but  because  now,  after  her  dis¬ 
covery,  she  has  stepped  to  the  front  and  begun  to  make  a  noise.  The 
half-woman  is  a  type  coming  more  and  more  into  prominence,  selling 
herself  nowadays  for  power,  decorations,  distinctions,  diplomas,  as  formerly 
for  money,  and  the  type  indicates  degeneration.40 

And  then  Strindberg  puts  further  limitations  on  the  character  of 
Miss  Julia.  “  But  Miss  Julia  is  also  a  remnant  of  the  old  military 
nobility  which  is  now  giving  way  to  the  new  nobility  of  nerves  and 
brain.”  41 

It  is  clear,  then,  that  Strindberg  intends  Julia  to  be  a  type 
character.  She  is  a  representative  of  the  upper  class,  and  also 


38  Ibid.,  p.  99. 

39  Ibid.,  p.  100. 


40  Ibid.,  p.  101 

41  Ibid.,  p.  102. 
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of  the  “  man-hating  half-woman  ”  group.  She  is  not,  however, 
just  woman,  or  just  female.  Strindberg  has  not  given  universality 
to  this  character,  for  he  has  qualified  Julia  by  a  particular  social 
rating  and  a  peculiar  attitude  toward  the  male!  Julia  is  de¬ 
cidedly  more  an  individual  than  Laura ;  and,  with  the  dual  quali¬ 
fication  of  class  and  attitude,  she  cannot  be  representative  of  a 
very  large  group.  Laura  is  Lilith,  Adam’s  first  wife  and  the 
mother  of  demons;  Julia  is  after  all  Julia,  a  member  of  a  particu¬ 
lar  sector  of  upper  society  and  also  a  particular  sector  of  the 
female  sex.  Even  Julia’s  tragic  experience  is  an  individual  case 
and  not  a  typical  situation,  as  the  author  himself  suggests  in  the 
preface,42  for  he  selected  the  theme  from  real  life. 

Jean  is  more  of  a  type  than  Julia,  for  he  comes  from  a  larger 
class,  the  servants.  Yet  he  too  is  limited  to  a  specific  minority 
among  servants,  to  those  aspiring  to  climb  out  of  the  lower  class. 
Strindberg,  however,  undoubtedly  felt  that  both  Julia  and  Jean 
are  qualified  by  individuality,  since  he  refers  to  the  minor  charac¬ 
ters  as  people  “  without  individuality,  showing  only  one  side  of 
themselves  while  at  work.” 43  After  the  discussion  of  The  Father, 
one  is  at  first  sorely  tempted  to  force  the  evidence  and  regard 
Julia  and  Jean  as  types,  but  both  the  drama  and  the  preface 
warn  against  any  such  distortion  of  facts. 

In  his  discussion  of  dialogue,  pantomime  and  monologue, 
Strindberg  stirs  up  renewed  suspicion  that  after  all  this  drama 
must  contain  some  expressionistic  elements. 

In  regard  to  the  dialogue,  I  want  to  point  out  that  I  have  departed 
somewhat  from  prevailing  traditions  by  not  turning  my  figures  into  cate¬ 
chists  who  make  stupid  questions  in  order  to  call  forth  witty  answers.  I 
have  avoided  the  symmetrical  and  mathematical  construction  of  the  French 
dialogue,  and  have  instead  permitted  the  minds  to  work  irregularly  as 
they  do  in  reality,  where,  during  conversation,  the  cogs  of  one  mind  seem 
more  or  less  haphazardly  to  engage  those  of  another  one,  and  where  no 
topic  is  fully  exhausted.  Naturally  enough,  therefore,  the  dialogue  strays 

42  Sti'indberg,  op.  cit.,  p.  97. 

43  Ibid.,  p.  105. 
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a  good  deal,  as,  in  the  opening  scenes,  it  acquires  a  material  that  later  is 
worked  over,  picked  up  again,  repeated,  expounded,  and  built  up  like  the 
theme  in  a  musical  composition.44 

This  musical-theme  dialogue  actually  does  occur  in  Miss  Julia, 
but  with  a  rare  degree  of  frequency  if  one  makes  comparisons 
with  the  post-inferno  dramas.  Not  only  is  the  idea  that  Julia 
is  wild  (“  komplett  galen  ”)  on  Midsummer  night  well  illustrated 
by  her  conduct  preceding  the  sex  act,  and  also  immediately  pre¬ 
ceding  suicide;  but,  in  addition,  there  are  definite  references  to 
her  condition  in  the  dialogue.  Comments  are  made  by  Jean,  Kris¬ 
tin  and  Julia  herself.45  Likewise,  there  are  several  references  to 
the  fact  that  after  all  there  is  not  a  great  deal  of  difference  be¬ 
tween  upper  class  folks  and  the  servant  class.46  Similarly,  before 
the  sex  act,  Jean  repeatedly  warns  Julia  to  be  careful,  and  after¬ 
wards  taunts  her  with  the  reminder  that  she  did  the  bidding  in 
spite  of  his  warnings.47  There  are  also  others  ideas  repeated  once 
or  twice.  All  in  all,  however,  this  is  rather  meager  evidence  for 
musical-theme  dialogue  in  spite  of  the  author’s  preface. 

Strindberg  further  informs  us  that  he  has  abolished  acts  in  the 
hope  of  better  maintaining  the  illusion  for  the  spectators.  These 
should  be  able  to  sit  through  a  play  lasting  about  an  hour  and  a 
half.  Yet,  though  there  are  no  intermissions  there  are  rest  periods 
for  players  and  spectators.  “  In  the  meantime  I  have  resorted 
to  three  art  forms  that  are  to  provide  resting-places  for  the  public 
and  the  actors,  without  letting  the  public  escape  from  the  illusion 
induced.  All  these  forms  are  subsidiary  to  the  drama.  They 
are  the  monologue,  the  pantomime,  and  the  dance,  all  of  them 
belonging  originally  to  the  tragedy  of  classical  antiquity.  For 
the  monologue  has  sprung  from  the  monody,  and  the  chorus  has 
developed  into  the  ballet.”  48 

44  Ibid.,  pp.  105-106.  45  Strindberg,  XXIII,  117,  124,  164,  165,  166. 

46  Ibid.,  pp.  120,  140,  151,  153,  169. 

47  Ibid.,  pp.  122-123,  129,  131,  132,  134,  135,  141,  143,  153. 

48  Strindberg,  Plays,  Bjorkman  translation,  2d  Series,  p.  107. 
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Strindberg  also  mentions  that  he  has  asked  the  musical  director 
to  make  a  careful  selection  of  the  music  used  in  the  play,  so  that 
the  illusion  may  be  maintained  and  not  be  distorted  by  incom¬ 
patible  moods.  It  is  well  for  us  to  remember  that,  while  panto¬ 
mime,  monologue  and  music  are  employed  in  expressionistic 
drama,  we  must  exercise  care  not  to  grant  too  much  significance  to 
these  elements.  Strindberg  himself  calls  attention  to  the  fact  that 
the  music  “  is  amply  warranted  by  the  Midsummer  Eve’s 
dance.”49  He  is  not  employing  music,  as  he  did  in  the  post- 
Inferno  period,  with  the  primary  purpose  of  establishing  a  mood, 
or  different  moods,  throughout  the  drama.  Here  music  is  used  be¬ 
cause  of  necessity;  it  is  a  requirement  of  a  particular  milieu. 

The  autobiographical  element  is  also  clear.  Strindberg,  the 
“  son  of  a  servant,”  captures  Siri  von  Essen,  the  daughter  of  the 
noble  class.50  This  autobiographical  material,  however,  is  so 
completely  engulfed  by  the  “  theme  from  real  life  ”  that  the 
parallels  of  Julia  to  Siri  von  Essen,  and  Strindberg  to  Jean,  are 
very  superficial.  Ansstrahlungen  des  Ichs  by  no  means  qualifies 
Miss  Julia. 

All  in  all,  the  play  cannot  be  considered  as  expressionistic,  nor 
as  manifesting  any  strong  expressionistic  tendency.  The  entire 
play  answers  the  description  of  “  life  seen  through  a  tempera¬ 
ment  ” ;  and,  instead  of  being  the  new  form  that  Strindberg 
mentions  in  his  preface,  the  play  is  an  excellent  example  of 
thoroughgoing  naturalism.  The  dialogue,  arranged  with  regard 
to  musical  composition,  is  apparently  more  in  the  intention  of 
the  author  than  in  his  practice.  There  is  no  struggle  of  true  op¬ 
posites  in  this  drama,  and  the  situation  is  an  individual  case 
and  not  a  typical  one.  The  characters  likewise  are  almost  com¬ 
pletely  individuals.  The  autobiographical  element  wholly  dis- 

49  Strindberg,  op.  cit.,  p.  108. 

50  Lamm,  I,  312.  Note  also  that  in  the  Starkodder  Skald  fragment 
(Samlade  otryckta  skrifter,  I)  Storverk,  the  son  of  dark  Loki,  ravishes  the 
daughter  of  the  sun. 
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appears  into  the  “  theme  of  real  life  ”  without  being  integrated 
into  it;  there  is  no  dynamic  resurgence  of  Strindberg’s  own  ex¬ 
periences,  but  only  a  superficial  and  practically  inconsequential 
parallelism  between  Strindberg’s  life  and  the  events  of  the  drama. 
Likewise,  the  use  of  pantomime,  dance  and  music  offers  no  evi¬ 
dence  that  could  either  compel  or  induce  a  critic  to  remove  this 
drama  from  its  naturalistic  category. 

“  THE  DANCE  OF  DEATH  ” 

Chronologically,  The  Dance  of  Death  51  belongs  in  the  post- 
Inferno  period,  and  could  be  discussed  in  a  later  chapter  that 
deals  with  dramas  between  To  Damascus  and  A  Dream  Play.  In 
subject-matter,  however,  the  drama  is  immediately  related  to  the 
so-called  naturalistic  group,  and  is  especially  close  to  The  Father. 
Lamm  declares  that  The  Dance  of  Death,  with  its  bitter  tones, 
its  rank  naturalism  and  harsh  matrimonial  hate,  appears  like  a 
ghost  out  of  the  ’eighties.52  Certainly  the  sex  struggle  is  even 
sharper  than  that  of  The  Father,  and  the  battle  in  the  first  part 
of  the  play  is  pitched  exceedingly  high  because  it  is  more  even 
between  husband  and  wife.  The  “  rank  naturalism,”  however, 
is  a  qualification  that  this  study  will  remove. 

In  The  Dance  of  Death  we  encounter  two  primitive  creatures  53 
who  remind  us  of  wr-man  and  w-woman.  Soon  after  Kurt’s 
entry  Alice  informs  him  that  the  Captain  gets  into  a  bad  humor 
if  he  is  contradicted ; 54  and  a  little  later  the  Captain  tells  Kurt 
that  Alice  has  a  “  Satanic  temper.”  55  It  is  not,  however,  until 
the  Captain  has  the  first  heart  attack  that  we  get  a  glimpse  of 
Alice’s  animal  nature:  primitivity  more  than  ur-ishness.  Alice 
enters  the  room,  views  her  stricken  husband  calmly,  and  offers 
to  play  the  piano  to  awaken  him.56  After  the  Captain  has  re- 

54  Strindberg,  XXXIV,  35. 

55  Ibid.,  p.  36. 

56  Ibid.,  p.  41. 


51  Written  and  published  1901. 

52  Lamm,  II,  222. 

53  Ibid.,  p.  82. 
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gained  consciousness  and  has  gone  out,  Alice  tells  Kurt  that  she 
has  always  hated  her  husband  and  now  has  such  a  boundless 
hate  for  him  that  she  would  shriek  with  laughter  the  day  he 
died.57  Kurt,  commenting  on  the  relations  of  Alice  and  Edgar,58 
says,  as  though  to  himself,  “  It  is  called  love-hate  and  is  born  of 
the  abyss.”  59  This  love-hate  is  well  illustrated  by  the  rest  of 
Part  I  of  The  Dance  of  Death.  The  Captain  enters,  after  having 
attended  to  army  duties,  and  remarks  to  Kurt  sardonically  that 
Alice  has  now  had  time  to  make  her  complaints:  “Isn’t  she 
unhappy  .  .  .  what?  ” 60  Shortly  afterwards,  Edgar  has  a  sec¬ 
ond  heart  attack  and  Alice  sighs  hopefully  —  he  may  die  this 
time.61  When  the  Captain  once  more  comes  to  his  senses  he  asks 
for  a  drink  of  water. 

Captain.  Will  you  give  me  a  glass  of  water? 

Alice.  I  suppose  I  have  to ! 

Captain.  How  amiable!  62 

When  the  Captain  receives  flowers  from  the  soldiers  and  fellow- 
officers,  Alice  remarks  that  she  does  not  quite  understand  the 
situation  and  wonders  if  these  are  expressions  of  joy  that  the 
Captain  is  sick.  The  Captain  retorts  with  one  word  only  — 
“  Hyena !  ”  63  Later  Edgar  informs  Kurt  that  Alice  is  angry  with 
him  for  not  dying  on  the  previous  day,  but  Alice  replies,  “  No, 
because  you  didn’t  die  twenty-five  years  ago,  because  you  didn’t 
die  before  I  was  born.”  64 

This  element  of  love-hate  seems  hardly  to  justify  the  use  of 
the  word  “  love  ”  when  we  read  The  Dance  of  Death,  for  it  is 
hate  that  streams  on  and  on  through  the  drama.  Yet  there  is  a 
tiny  fractional  element  of  affection,  if  these  two  creatures  are 
really  capable  of  it.  For  some  reason  or  other  they  have  never 

”  Strindberg,  XXXIV,  43.  61  Ibid.,  pp.  51-52. 

58  The  Captain’s  name  is  Edgar.  62  Ibid.,  p.  53. 

59  Strindberg,  XXXIV,  46.  63  Ibid.,  p.  77. 

60  Ibid.,  p.  50.  64  Ibid.,  p.  80. 
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been  able  to  part  from  each  other,  though  they  quarreled  as 
lovers  and  battled  constantly  throughout  the  twenty-five  years 
of  their  marriage.65  Alice  also  recognizes  that  Edgar  has  had 
no  easy  path  in  life,  that  he  has  in  fact  constantly  struggled 
against  heavy  odds.66  She  has  even  found  the  man  to  be  tender 
at  times 67  and  she  admits  that  he  is  really  to  be  pitied.68  In  the 
pantomime  scene,  the  Captain  shows  tenderness  for  his  children, 
and  —  for  the  cat ! 69 

But  these  two  people  are  also  wild  beasts  in  human  form. 
Alice,  especially,  shows  almost  no  soft  emotions.  Only  toward 
the  end  of  Part  I,  after  Kurt  has  departed  with  the  farewell  greet¬ 
ing  that  she  might  go  to  perdition,  does  Alice  seem  to  have  some 
concern  for  her  children,  for  the  shame  that  she  may  bring  upon 
them.70  But  she  is  cold  and  harsh  in  the  early  part  of  the  play, 
well  illustrated  in  the  short  dialogue  with  Jenny  the  maid.71 
After  the  advent  of  Kurt,  Alice  grows  in  wildness  and  passion 
until  she  is  no  less  than  a  female  demon.72  The  Captain  also 
belongs  to  this  type.  Once  he  pushed  his  wife  into  the  sea: 

Kurt.  .  .  .  Why  did  you  push  her  into  the  water? 

Captain.  I  don’t  know.  It  merely  seemed  quite  natural  to  me,  as  she 
was  standing  on  the  pier,  that  she  ought  to  be  in  the  watei. 

Kurt.  Have  you  never  regretted  it? 

Captain.  Never! 

Kurt.  That’s  strange ! 

Captain.  Of  course  it  is!  So  strange  that  I  cannot  realize  that  I  am 

the  man  who  has  been  guilty  of  such  a  mean  act.73 

« 

Alice  says  that  no  laws  exist  for  the  Captain,  but  he  himself 
stands  over  the  entire  world.74  The  references  to  the  Captain’s 
vampire  nature  also  point  to  his  primitive  qualities,  primitive  in 

65  Ibid.,  p.  43.  70  Ibid.,  pp.  116-119. 

66  Ibid.,  pp.  33,  70.  71  Ibid.,  p.  18. 

67  Ibid.,  p.  71.  73  Ibid.,  pp.  62,  70,  80,  84,  94,  97-100,  104-106,  114. 

68  Ibid.,  p.  82.  73  Ibid.,  p.  112. 

69  Ibid.,  pp.  101-102.  7*  Ibid.,  p.  79. 
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the  sense  of  beastlike.75  The  Captain  and  his  wife  certainly  are 
not  people  who  have  been  disciplined  in  life,  but  are  two  wild 
beasts  in  chains.  Just  enough  convention  restrains  them  so  that 
they  suffer  no  worse  punishment  than  isolation  from  everyone 
else  on  this  little  island  which  is  nicknamed  “  Little  Hell.”  76  The 
qualification  that  Alice  gives  to  her  husband  applies  to  her 
equally  well: 

Kurt.  What  kind  of  human  is  this? 

Alice.  It’s  a  demon  and  not  a  human  being!  77 

The  relation  of  this  pair  is  expressed  by  the  love-hate  combination 
in  which  each  element  is  ungoverned  physical  passion.  It  is  the 
primitivity  of  the  beast  that  is  enraged  or  in  rut  that  qualifies 
both  partners  of  this  sex  struggle.78 

In  the  earlier  sex  battle,  The  Father,  responsibility  for  the 
matrimonial  hell  is  placed  on  the  “Powers”;79  but  not  in  The 
Dance  oj  Death,  I,  unless  we  accept  Alice’s  statement  that  the 
family  seems  to  belong  to  a  cursed  race.80  In  the  latter  play 
practically  everything  seems  to  grow  out  of  the  characters  them¬ 
selves,  out  of  their  selfishness  and  out  of  their  ungoverned  pas¬ 
sions.  The  responsibility  is  apparently  placed  on  the  primitive 
element  in  the  human  being,  on  that  which  bursts  out  in  us  in 
spite  of  aesthetic,  intellectual  and  emotional  refinements. 

Diebold,  however,  seems  dissatisfied  with  this  conflict  as  an 
elemental  sex  struggle.81  The  woman,  in  Diebold’s  opinion,  is 
too  closely  related  to  the  emancipated  type,  and  the  man  too 
much  engaged  with  womanly  weapons  of  attack,  “  dialektischen 

75  Strindberg,  XXXIV,  82,  88,  91,  97. 

76  Ibid.,  pp.  96,  99. 

77  Ibid.,  p.  96. 

78  It  should  be  borne  in  mind  that  this  primitivity  has  apparently  as 
much,  if  not  more,  duration  than  the  more  desirable  and  poetic  ur-ishness 
of  the  expressionists. 

79  Strindberg,  XXIII,  93. 

89  Ibid.,  XXXIV,  47,  59. 

81  Diebold,  Anarchie  im  Drama,  p.  157. 
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Guerillakriegs.”  Yet  Diebold  is  apparently  overlooking  the  fact 
that  definite  limits  are  placed  on  drama.  Primitive  brutality 
must  be  given  partially  in  a  battle  of  words,  and  must  be  given 
in  the  atmosphere  rather  than  in  deeds  on  the  stage.  Further¬ 
more,  it  should  be  noted  that  in  Part  I  Strindberg  has  carefully 
avoided  a  tragedy  in  which  death  eliminates  one  or  both  of  the 
combatants.  Here  we  have  an  unending  conflict.  Not  only  the 
whole  twenty-five  years  of  this  particular  matrimonial  struggle 
live  in  the  play,  but  the  passionate  struggle  of  the  sexes  surges 
through  all  time  in  the  warfare  of  the  Captain  and  his  wife. 
“  Everything  repeats  itself,”  says  Alice,82  and  the  play  well  il¬ 
lustrates  that  the  struggle  repeats  itself  without  beginning  and 
without  end;  it  is  a  kind  of  plastic  motion  that  seems  to  move 
and  yet  remains  fast  in  its  own  material  stuff.  The  Captain 
declares  that  death  means  the  end  of  everything.83  Each  of  the 
mates  looks  forward  to  the  death  of  the  other  as  the  way  to 
freedom ; 84  but  in  The  Dance  of  Death,  I,  there  is  no  end,  no 
death,  no  freedom.  There  is  only  the  vicious  repetition  of  the 
everlasting  sex  battle.  The  Captain  and  his  wife  are  typical  of 
the  animal  in  humanity,  and  their  struggle  is  decidedly  elemental. 
“  The  final  scene  not  only  rounds  out  the  drama  artistically,  but 
also  gives  it  an  infinite  perspective.  The  unceasing,  meaningless 
grim  struggle  in  which  the  two  battle  against  each  other  becomes 
a  symbol  of  life  itself.”  85  Even  Strindberg  gives  a  little  cue 
that  he  was  generalizing  in  this  drama,  if  not  giving  a  necessary 
and  elemental  conflict.  When  Alice  and  Edgar  are  left  alone 
after  the  latter’s  second  heart  attack  there  are  two  remarks 
casually  dropped  that  are  pregnant  with  meaning. 

The  Captain.  ...  I  wonder  if  everybody’s  life  is  just  the  same? 

Alice.  Perhaps,  though  they  don’t  talk  about  it  as  we  do!  86 

82  Strindberg,  XXXIV,  59.  85  Lamm,  II,  235. 

83  Ibid.,  p.  9.  86  Strindberg,  XXXIV,  56. 

84  Ibid.,  p.  43. 
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The  necessity  of  the  conflict  springs  from  the  sex  opposition;  it  is 
elemental  because  it  involves  not  individuals  but  types,  involves 
the  race  of  mankind  from  its  beginnings  to  the  present  time; 
perhaps  the  conflict  will  survive  as  long  as  mankind  propagates 
male  and  female. 

This  drama  naturally  has  its  autobiographical  background. 
Kurt  is  easily  identified  as  Strindberg’s  mouthpiece,87  and  Alice 
has  the  features  of  Strindberg’s  first  wife.88  Moreover  the  dram¬ 
atist’s  own  experiences  in  marriage  made  him  limn  the  Captain 
more  sympathetically  than  Alice.89  The  play  as  a  whole  is 
Strindberg’s  attempt  to  give  universality  to  his  own  experiences 
in  the  matrimonial  struggle.  He  has  succeeded  in  remoulding  his 
own  experiences  into  a  dynamic  struggle  that  is  elemental  and 
endless,  a  struggle  that  is  consequent  on  sex  opposition.  The 
dramatist,  however,  has  exercised  more  control  in  this  drama 
than  in  The  Father  with  the  result  that  he  is  almost  neutral  in 
his  presentation  of  the  pair. 

Music,  as  sound,  does  not  play  an  important  part  in  The  Dance 
of  Death,  I.  We  hear  it  in  the  distance  coming  from  the  Doctor’s 
ball.90  Alice  plays  on  the  piano  while  the  Captain  dances,91  and 
throughout  the  one  long  pantomime  scene  music  is  played  softly.92 
With  the  exception  of  the  pantomime  scene  the  music  fits  into 
the  respective  situations  very  naturally. 

Musical  theme  dialogue,93  on  the  other  hand,  appears  with 
great  frequency  and  is  an  important  element  in  this  play.  The 
drama  opens  and  closes  with  a  discussion  of  the  coming  silver 
wedding  of  Edgar  and  Alice,  and  throughout  the  entire  drama  we 
are  reminded  of  the  twenty-five  years  of  marriage.94  A  number 
of  other  ideas  also  weave  in  and  out  of  the  dialogue:  the  Captain’s 

87  Lamm,  II,  223.  90  Strindberg,  XXXIV,  14. 

88  Ibid.,  p.  228.  91  Ibid.,  p.  51. 

89  Ibid.,  p.  224.  92  Ibid.,  p.  101. 

93  Also  called  contrapuntal  form  of  dialogue;  see  below,  pp.  148-153. 

9*  Strindberg,  XXXIV,  9,  15,  28,  42,  73,  80,  87,  97,  121,  122. 
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habits  of  drinking  and  smoking; 95  the  Doctor’s  ball; 96  the  tele¬ 
graph  instrument; 97  the  children  of  the  Captain  and  Alice,  who 
never  appear  in  the  drama;98  Kurt’s  family  difficulties;99  the 
Captain’s  financial  troubles;100  and  the  element  of  hate.101  We 
should  note  also  that  in  each  repetition  we  do  not  have  simply  a 
bald  return  to  the  original  idea.  In  the  midst  of  the  opening 
wrangle  the  Captain  sounds  a  rather  pleasant  note  by  mention¬ 
ing  the  approaching  silver  wedding,  but  Alice  at  the  same  time 
dashes  in  a  remark  about  twenty-five  years  of  misery ; 102  Alice 
remarks  that  it  seems  strange  that  Kurt  should  be  coming  to 
them  just  at  the  time  of  their  silver  wedding,  and  she  adds  quickly 
“  whether  it  is  celebrated  nor  not  ”;  the  Captain  tells  Kurt  that 
the  latter  brought  the  former  and  Alice  together  in  marriage 
twenty-five  years  earlier;  Alice  says  that  to  her  Edgar  is  a 
stranger,  just  as  strange  as  twenty-five  years  earlier;  Kurt  im¬ 
plores  the  Captain  to  make  provisions  in  his  will  for  the  one  who 
has  kept  house  for  him  for  twenty-five  years;  Alice  is  angry  with 
the  Captain  because  he  did  not  die  twenty-five  years  ago ;  Alice 
tells  Kurt  that  she  has  lived  in  the  fortress  for  twenty-five  years 
and  asks  him  if  he  knew  that  the  place  had  once  been  a  prison ; 
Alice  says  that  the  Captain  has  beaten  her  for  twenty-five  years; 
the  Captain  declares  that  he  feels  sure  they  will  celebrate  their 
silver  wedding  in  three  months,  and  he  reminds  Alice  of  a  certain 
silver  wedding  in  which  the  bride  had  to  wear  her  ring  on  the 
right  hand  because  the  groom  in  a  tender  mood  had  cut  off  the 
ring  finger  on  her  left  hand;  and  the  play  comes  to  a  close  with 
the  Captain  speaking  seriously  of  the  coming  silver  wedding.  The 

95  Ibid.,  pp.  8,  16,  17,  43,  61,  76,  78,  87,  89,  96. 

96  Ibid.,  pp.  11,  14,  17,  23,  27,  60. 

97  Ibid.,  pp.  22,  39,  44,  55,  59,  102,  103,  107,  111,  114,  116,  118. 

98  Ibid.,  pp.  13,  22,  30,  46,  60,  65,  71,  77,  83,  88,  95,  114,  117. 

99  Ibid.,  pp.  15,  28,  30,  36,  44,  75,  83,  91,  97. 

100  Ibid.,  pp.  10,  21,  22,  24,  35,  38,  80. 

101  Ibid.,  pp.  43,  45,  46,  77,  81,  88,  97. 

102  Page  references  are  given  in  note  94  above. 
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same  idea  occurs  with  different  associations  all  through  the  drama, 
though  even  the  “  different  associations  ”  are  all  variations  on  the 
theme  “  twenty-five  years  of  misery.”  The  early  association  of 
the  silver  wedding  and  the  twenty-five  years  of  misery  stamps 
every  later  mention  of  twenty-five  years  with  the  coordinate 
images  of  silver  wedding  and  domestic  misery. 

This  contrapuntal  form  of  dialogue  is  given  added  significance 
by  Alice’s  statement,  “  Everything  repeats  itself.”  103  The  Cap¬ 
tain  also  makes  his  comments  on  the  continual  recurrence  of 
things. 

Alice.  .  .  .  Do  you  think  it’s  nice  for  you  to  yawn  in  your  wife’s 
presence? 

Captain.  Well,  what  can  you  do  about  it?  .  .  .  Haven’t  you  noticed 
that  we  say  the  same  thing  every  day!  When  you  just  made  your 
good  old  rejoinder  “  in  this  house,  at  any  rate,”  I  ishould  have 
replied  with  my  old  one:  “  It  isn’t  just  my  house  alone.”  But  when 
I  have  answered  that  way  for  five  hundred  times,  I  just  have  to 
yawn  instead.  My  yawn  may  then  signify  either  that  I  am  too 
lazy  to  reply,  or  else:  “You  are  right,  my  angel”;  or,  “Let’s 
quit.”  404 

The  frequency  of  the  contrapuntal  form  of  dialogue  in  The 
Dance  of  Death,  I,  is  probably  occasioned  by  the  period  in  which 
the  play  was  written:  post-inferno,  and  between  To  Damascus, 
I,  II,  and  A  Dream  Play.  Even  if  Strindberg  had  written  a  per¬ 
fect  naturalistic  drama  during  this  period,  this  element  of  tech¬ 
nique  would  undoubtedly  have  been  present. 

The  Dance  of  Death,  I,  makes  considerable  use  of  pause  105 
and  also  has  one  remarkable  pantomime  scene.106  Reading  the 
play,  one  has  the  sensation  that  this  pantomime  will  soon  wear 
itself  into  boredom,  that  one  person  can  neither  create  nor  hold 
suspense  for  any  length  of  time  while  remaining  silent.  On  the 

103  Strindberg,  XXXIV,  59. 

104  Ibid.,  p.  23. 

los  Ibid.,  pp.  8,  9,  12,  14,  21,  29,  47,  50,  52,  66,  67(2),  83,  90,  91,  107,  109(2), 

112,  120,  121(2). 

106  Ibid.,  pp.  101-102. 
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stage,  however,  the  pantomime  has  a  power  that  grips  and  holds, 
and  there  is  no  feeling  that  the  dumb-show  is  out  of  place  or  that 
it  is  tiring.  Instead,  the  pantomime,  with  an  emotional  support  of 
music,  gives  clear  evidence  that  language  at  times  is  either  super¬ 
fluous  or  else  unable  to  express  certain  emotions  as  wrell  as  action 
alone.  A  monologue  would  have  spoiled  the  effect.  What  should 
the  Captain  say  when  one  by  one  he  regards  and  then  throws  out 
of  the  window  his  deck  of  cards,  his  whiskey  and  cigars,  and 
finally  his  spectacles?  when  he  tears  to  pieces  his  wife’s  portrait, 
kisses  the  portraits  of  his  children,  burns  his  love-letters?  and, 
finally,  when  he  affectionately  strokes  the  cat?  The  action  in  this 
pantomime  speaks  effectively,  and  words  could  only  break  the 
magic  of  the  situation. 

From  our  discussion  it  is  clear  that  this  so-called  naturalistic 
drama  The  Dance  of  Death,  I,  has  qualities  that  definitely  re¬ 
move  it  from  the  old  classification.  The  struggle  of  sex  is  ele¬ 
mental,  and  the  two  primitive  creatures  might  well  fit  into  any 
drama  of  German  expressionism.  The  whole  drama  is  the  reflec¬ 
tion  from  Strindberg’s  ego,  not  a  Strindbergian  imitation  of  ob¬ 
served  reality.  Furthermore,  the  autobiographical  material  is 
typified  and  universalized,  and  not  moulded  into  an  individual 
situation  enacted  in  a  particular  milieu. 

In  addition,  certain  elements  of  technique  lend  more  evidence 
to  justify  the  reclassification  of  the  drama.  The  time  element 
has  a  dream  character.  The  play  opens  and  closes  with  the  same 
reference  to  the  coming  silver  wedding  and  the  drama  itself  be¬ 
comes  a  vision  of  the  twenty-five  years  of  misery  which  Alice 
mentions  in  the  opening  scene.  The  place  of  this  drama  likewise 
is  not  simply  a  little  island.  The  island,  called  “  Little  Hell,” 
is  the  world  of  men.  Time  is  essentially  all  time  and  the  place  is 
none  other  than  the  world.  Besides  time  and  place,  the  use  of 
pause,  pantomime  and  contrapuntal  dialogue  strengthen  the  con¬ 
clusion  that  this  play  is  expressionistic. 
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The  Dance  of  Death,  II,  is  much  the  same  type  of  drama. 
Here,  however,  the  Captain  is  completely  a  vampire  and  sucks 
the  very  existence  out  of  Kurt.  The  play  is  also  somewhat  re¬ 
lieved  by  the  presence  of  Kurt’s  son  and  the  Captain’s  daughter 
Judith.  Yet  here,  too,  there  is  a  definite  feeling,  if  not  excellent 
evidence,  that  “  everything  repeats  itself.”  Judith  and  Allan 
will  marry  and  dance  “  the  dance  of  death  ”  as  all  their  ancestors 
have  danced.  The  second  part  of  The  Dance  of  Death  offers 
much  the  same  kind  of  evidence  as  the  first  part  and  does  not 
need  individual  discussion.  We  may  qualify  the  double-drama 
as  expressionistic. 


CHAPTER  III 

THE  “  TO  DAMASCUS  ”  TRILOGY 

gETWEEN  Miss  Julia  and  To  Damascus,  I,1  there  are  eleven 
plays  of  which  only  one  has  any  relation  to  our  subject.  This 
is  The  Keys  of  the  Kingdom  of  Heaven,  or  Saint  Peter  Wanders 
on  Earth,2  which  was  composed  just  before  Strindberg  wrote  a 
number  of  one-act  plays  of  the  naturalistic  type. 

This  play  is  a  rather  peculiar  one  with  unusual  characters: 
the  Smith,  Doctor  All-knowing,  Saint  Peter,  Don  Quixote,  Sancho 
Panza,  Bluebeard,  the  Mistress,  and  shadows.  Among  these 
shadows  are  Hamlet  and  Ophelia,  Othello  and  Desdemona,  Lady 
Macbeth  as  the  wife  of  Bluebeard,  and  then  Romeo  and  Juliet, 
old  and  the  parents  of  five  children  who  accompany  them !  Such 
a  list  is  almost  certain  to  excite  curiosity. 

A  reading  of  the  play  dismisses  the  suspicion  that  it  can  be 
classified  definitely  as  expressionistic,  though  our  attention  is 
directed  toward  certain  factors.  It  has  plenty  of  autobiographical 
background.  Lamm  says  that  Strindberg  was  experiencing  a 
great  longing  for  his  children  just  before  the  writing  of  this 
drama.3  The  play  has  Strindberg  in  the  role  of  the  Smith  search¬ 
ing  for  the  children  who  have  become  “  dead  ”  for  him.  Doctor 
All-knowing,  who  can  “  troll,”  takes  the  Smith  through  all  sorts 
of  fantastic  dream  scenes  and  finally  gives  him  back  the  children 
with  the  injunction  not  to  exchange  reality  for  dreams. 

Lamm  bases  his  opinion  largely  on  two  letters  written  by 
Strindberg.  The  first  was  written  on  the  9th  of  July,  1890,  to 
Geijerstam:  “Living  completely  a  phantom  life  in  my  fictitious 
work  and  in  the  little  lives  of  my  children,  I  am  indeed  quite  an 

1  Written  1897-98.  2  Written  1891-92.  3  Lamm,  I,  378. 
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impossible  figure  in  society.  Disharmonies  without  solution 
compel  me  to  work  out  a  single  new  self  which  in  the  imagina¬ 
tion  can  escape  from  the  mountain  in  which  I  am  held  and 
which  I  neither  dare  nor  desire  to  leave,  for  one  also  learns  to 
cherish  his  hell.”  The  second  letter  was  written  in  October,  1891, 
to  Birger  Morner:  “  My  children  are  now  my  idee  fixe,  and  I  am 
writing  a  saga-play  for  them  just  now.  .  .  .”  Lamm  further 
declares  that  it  was  undoubtedly  with  the  intention  of  writing 
another  Lucky  Per  drama  that  Strindberg  conceived  The  Keys  of 
the  Kingdom  of  Heaven.  A  reading  of  the  play  justifies  this 
association  with  Lucky  Per’s  Journey.  Both  plays  have  auto¬ 
biographical  background  and  both  are  mechanically  operated  by 
fairies  or  by  magicians  of  the  Doctor  All-knowing  type. 

There  is  one  little  dialogue  in  the  first  scene  of  the  second  act 
that  is  significant  for  us.  In  this  scene  the  Smith  and  Doctor 
All-knowing  are  seated  at  a  table  before  the  registry  in  a  hotel: 

The  Smith  (writes).  Well,  there’s  my  name,  occupation,  et  cetera! 
Now  it’s  your  turn  to  write! 

The  Doctor.  You  write  it  down  for  me;  it’s  all  the  same. 

The  Smith.  What  is  your  name? 

The  Doctor.  Anonymous! 

The  Smith.  An  unusual  name!  Your  occupation? 

The  Doctor.  My  occupation?  I  have  several! — Put  down  doctor! 

The  Smith.  Where  from? 

The  Doctor.  The  womb! 

The  Smith.  Where  to? 

The  Doctor.  The  grave! 

The  Smith.  Always  mystical!  Who  are  you,  odd  fellow,  who  now 
have  my  fate  in  your  hands?  What  do  you  wish  of  me? 

The  Doctor.  You’ll  know  that  later  when  you  are  ready! 

The  Smith.  When  shall  I  be  ready? 

The  Doctor.  When,  like  myself,  you  have  learned  to  know  yourself! 

The  Smith.  Always  self!  What  is  this  self  you  are  so  constantly 
preaching? 
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The  Doctor.  It  is  the  fixed  point  for  which  Archimedes  sought,  the 
point  by  which  he  thought  he  could  move  the  world.  It  is  your 
ego  which  is  not  another,  the  midpoint  in  your  horizon.  .  .  . 

The  Smith.  Who  am  I  then? 

The  Doctor.  For  the  time  being  a  lad  of  forty  years,  ore  and  slag  in 
the  mixture,  as  sensitive  as  a  child  and  equally  ready  for  sorrow 
and  joy!  Most  certainly  life’s  simple  joys  still  lure  you: 
a  well  set  table,  a  brim-ful  glass, 
a  dance  with  maidens  on  the  green.  .  .  .4 

This  section  reminds  us  strongly  of  the  “  Gyntish  self  ”  in  Ibsen’s 
Peer  Gynt,  but  it  is  also  representative  of  the  Strindberg  self. 
Not  long  afterwards  Strindberg  was  to  battle  terrifically  for  the 
maintenance  of  this  self.  The  drama  The  Keys  of  the  Kingdom 
of  Heaven  is  not  expressionistic,  for  it  is  obviously  mechanically 
motivated  and  is  in  part  a  fairy  play  for  children.  Yet  the  play, 
with  its  strong  autobiographical  element,  with  its  search  for  the 
self,  the  fixed  point  in  the  universe,  is  so  close  to  expressionism 
that  it  deserves  the  little  space  we  have  assigned  to  it. 


“  TO  DAMASCUS  ” 

It  is  in  the  To  Damascus  trilogy  5  that  we  encounter  a  drama 
generally  acclaimed  as  the  first  expressionistic  play.6  The  critics, 
however,  have  been  too  much  given  to  interpretation  and  too  little 
to  careful  analysis  from  the  standpoint  of  expressionism.  Die- 
bold  does  point  out  one  or  two  important  factors:  “  In  ‘  Nach 
Damaskus  ’  steht  mit  dem  ‘  Unbekannten  ’  zum  erstenmal  der 
Monologist  des  expressionistischen  Dramas  auf  dem  Theater. 
Jener  im  Kerne  eher  lyrische  als  dramatische  Anklager  der 
Menschheit  und  Ausschreier  seiner  Schmerzen,  wie  Sorges 
‘  Bettler,’  Hasenclevers  ‘  Sohn  ’  und  Kornfelds  Bitterlich,  deren 
meiste  Gegenspieler  weniger  Vertreter  von  wirklichen  Gegen- 

4  Strindberg,  XXV,  138-140.  (See  also  Ibsen’s  Peer  Gynt,  Archer 
translation,  Charles  Scribner’s  Sons,  1907,  pp.  132-133.) 

5  Written  1897-1904.  6  Acclaimed  by  German  critics,  of  course. 
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willen  sind  als  Materialisation  ihrer  eigenen  Seelen.”  7  But  Die- 
bold  does  not  give  us  much  more. 

In  To  Damascus  we  are  face  to  face  with  a  drama  that  com¬ 
pletely  frustrates  any  attempt  to  assign  it  to  any  known  category. 
“  Nach  Damaskus  ist  kein  Drama  im  alten  Sinne.  Es  enthalt 
keine  Willenshandlungen,  es  hat  kein  Geschehn,  das  sich  steigert, 
anschwillt  und  abstiirzt;  es  ist  als  Traumspiel  nicht  der  Psycho¬ 
logy  der  wachen  Wirklichkeit  unterworfen;  es  spielt  ja  gar  nicht 
in  ihr,  so  wirklich  und  alltaglich,  allklaglich  oft  die  Geschehnisse 
—  Eheleid  und  Geldverlegenheit  —  auch  sind ;  es  spielt  auf  einer 
andern  Ebene,  wo  alles  Bild  und  Gleichnis  ist,  wo  die  Menschen 
des  Diesseits  schon  fast  zu  mythologischen  Wesen  werden  oder 
werden  sollen.  .  .  .” 8 

If  this  drama  really  answers  the  qualification  of  expressionistic 
art  it  should  stand  the  test  of  the  norms  set  forth  in  the  first  part 
of  this  book.  It  should  not  only  make  it  possible  to  generalize 
with  occasional  reference  to  the  work  but  even  to  plow  right 
through  the  work  and  turn  up  furrow  after  furrow  of  expression¬ 
istic  factors.  The  following  sections  will  point  out  that  the  in¬ 
ternal  evidence  is  far  more  complete  than  critical  literature  has 
thus  far  indicated. 


AUTOBIOGRAPHICAL  DATA 

In  view  of  what  has  already  been  said  regarding  the  auto¬ 
biographical  character  of  Strindberg’s  works,  it  is  almost  super¬ 
fluous  to  explain  that  To  Damascus  is  immediately  rooted,  and 
deeply  rooted,  in  Strindberg’s  life.  We  encounter  material  that 
has  already  been  given  in  the  so-called  day-book  Inferno  9  which 
records  some  of  the  most  tempestuous  of  Strindberg’s  experiences. 

7  Diebold,  Anarchie  im  Drama,  pp.  165-166. 

8  Soergel,  Dichtung  und  Dichter  der  Zeit,  p.  192. 

9  Strindberg,  XXVIII,  originally  written  in  French,  1896-97.  A  Swedish 
translation  was  published  in  October,  1897,  while  the  French  original  was  not 
published  until  1898. 
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For  further  authority  on  the  autobiographical  character  we  refer 
to  other  critics  10  as  well  as  to  the  direct  comparison  of  Inferno 
with  To  Damascus.  What  is  important  for  us  is  that  the  drama 
is  not  a  day-book,  though  practically  everything  in  the  play  can 
be  traced  back  to  Strindberg’s  own  life.  The  drama  has  distorted 
the  autobiographical  material  for  the  sake  of  the  art-form. 
Situations  are  very  similar  and  even  individual  incidents  may  be 
identified;  but  it  would  be  entirely  false  to  state  that  the  drama 
reproduces  the  objective  experiences  of  the  author.  The  play 
gives  Strindberg’s  inner  experiences.  It  is  autobiography  con¬ 
sciously  conditioned  by  the  psyche  and  not  a  transcription  of  an 
object’s  activities  in  the  empirical  world. 

TYPIFICATION 

The  list  of  dramatis  personae  gives  at  least  a  superficial  in¬ 
dication  of  the  use  of  type  characters:  the  Unknown,  the  Lady, 
the  Beggar,  the  Doctor,  the  Sister,  the  Old  Man,  the  Mother,  the 
Abbess,  and  the  Confessor.  In  addition  there  are  subordinate 
characters  and  “  shadows.”  The  qualifications  are  general  (sex, 
profession,  social  or  family  status)  with  no  glimmer  whatsoever 
of  individuality. 

The  Unknown  is  a  most  shadowy  figure  if  we  draw  any  conclu¬ 
sions  from  his  name,  for  he  is  clearly  an  x  in  a  mathematical 
problem.  Yet  every  reader  of  Strindberg  recognizes  the  Unknown 
at  once  as  the  dramatist  himself.  He  is  Strindberg  and  is  un¬ 
known  to  himself.  He  is  the  Smith  in  The  Keys  of  the  Kingdom 
of  Heaven  who  does  not  yet  know  what  Doctor  All-knowing 
wants  of  him,  for  Strindberg  has  not  learned  to  know  himself. 

The  Unknown,  however,  is  more  than  Strindberg,  even  as  the 
Dramatist  in  Sorge’s  Der  Bettler  is  more  than  Reinhard  Sorge. 

10  Lamm,  II,  52;  Marcus,  Strindbergs  Dramatik,  p.  231;  Diebold, 
Anarchie  im  Drama,  p.  162;  Erdmann,  August  Strindberg,  p.  710;  Soergel, 
Diehtung  und  Dichter  der  Zeit,  p.  190. 
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The  Unknown  is  man  battling  with  the  “  Powers,”  wondering 
when  he  will  be  ready  to  know  his  fate,  and  striving  to  know 
himself.  The  Unknown  is  characterized  by  all  the  hate  and  all 
the  love  that  a  human  may  possess;  he  has  the  extreme  of  pride 
and  humility,  the  desire  to  search  endlessly  for  truth  and  the 
longing  to  find  repose  at  any  cost;  and  he  shows  himself  to  be 
both  a  stark  realist  and  a  complete  mystic!  The  Unknown  is 
Strindberg  plus  all  that  has  passed  through  the  Strindberg  self. 
He  is  Strindberg’s  concept  of  man  in  combat  with  his  fate  and 
man  in  search  of  himself. 

The  Unknown  is  the  main  character  of  the  drama,  and  to  some 
extent  is  the  only  character.  It  is  his  struggle  with  the  “  Powers  ” 
that  the  play  represents;  and  the  other  characters  are  scarcely 
more  than  reflections,  than  affects  of  the  Unknown.  The  struggle 
with  the  “  Powers  ”  is  rather  abstract  since  the  “  Powers  ”  are  in¬ 
visible;  so  the  concrete  symbols  that  appear  on  the  stage  are  the 
Unknown’s  concept  of  the  “  Powers.”  There  is  the  struggle  with 
the  opposite  sex,  the  struggle  of  the  individual  against  the  whole 
of  society,  the  struggle  with  the  church  and  its  idea  of  resignation, 
the  combat  of  science  and  religion,  and  the  struggle  of  the  in¬ 
dividual  with  his  several  selves.  If  we  throw  out  the  Unknown, 
not  only  do  we  destroy  the  fabric  of  the  drama,  but  we  blot  out 
the  entire  play.  It  is  the  Unknown’s  play  from  beginning  to  end, 
and  all  the  characters  emanate  from  his  mind  as  symbols  of  the 
“  Powers  ”  with  whom  he  is  in  combat. 

The  Lady,  though  fashioned  after  Strindberg’s  second  wife  in 
Parts  I  and  II,  and  after  his  third  in  Part  III,  is  nevertheless 
woman,  the  representative  of  her  entire  sex.  She  is  a  daughter, 
wife,11  lover,  mother,  sly  female  and  the  ideal  feminine,  the  one 
through  whom  man  hopes  to  be  reconciled  with  life.  To  say  that 
the  Lady  is  Frieda  Uhl 12  entirely,  or  Harriet  Bosse,13  is  ridicu- 

11  Wife  several  times:  to  the  Doctor,  the  Confessor  and  the  Unknown. 

12  Strindberg’s  second  wife.  13  Strindberg’s  third  wife. 
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lous;  for  Strindberg,  married  to  any  woman  of  superior  intelli¬ 
gence,  would  have  found  the  same  qualities  present  in  the  woman 
and  available  for  the  type  woman.  The  very  fact  that  the  Lady 
is  transformed  from  a  likeness  of  Frieda  Uhl  to  one  of  Harriet 
Bosse,  and  for  a  moment  in  Part  III 14  to  a  likeness  of  the  Un¬ 
known’s  Mother,  is  evidence  ipso  facto  that  we  have  a  type  char¬ 
acter  and  not  an  individual. 

The  other  characters  become  still  more  shadowy  until  the 
dream  type  is  reached.  What  is  the  Beggar  but  a  finger  pointing 
at  the  Unknown  all  the  time  —  his  own  finger;  the  Doctor,  but  a 
reminder  of  the  Unknown’s  guilt  both  as  a  schoolboy  and  as  a 
wife-robber;  the  Confessor,  but  a  representative  of  the  church 
and  also  a  concrete  symbol  of  the  “  Powers  ”?  The  mother-in- 
law  not  only  typifies  her  sex,  but  also  appears  like  the  shadow 
of  the  Unknown’s  first  wife,  the  one  he  deserted !  Caesar  15  and 
the  other  characters  of  the  Asylum  scene  have  already  been 
placed  by  the  author  in  the  category  of  subordinate  figures  and 
shadows.  These  creatures  receive  material  shape  as  they  are 
projected  from  the  conscience-stricken  mind  of  the  Unknown. 


THE  MONOLOGUE 

From  the  usual  interpretation  of  the  monologue  the  To 
Damascus  trilogy  only  rarely  avails  itself  of  this  dramatic  form. 
From  the  expressionistic  point  of  view,  however,  the  whole  play 
is  a  dramatic  monologue,16  the  monologue  of  the  Unknown,  since 
the  other  characters  are  merely  manifestations  of  his  “  self.” 

14  Strindberg,  XXIX,  308. 

15  Caesar  is  undoubtedly  the  shadow  of  Nietzsche.  See  Strecker, 
Nietzsche  und  Strindberg,  mit  ihrem  Briefwechsel,  pp.  90-94.  In  one  letter 
of  December,  1888,  Nietzsche  signs  himself  “  Nietzsche  Casar  in  another, 
“  Der  Gekreuzigte  ” ;  and  Strindberg’s  answer  to  the  first  is  signed  “  Strind¬ 
berg  (Deus,  optimus,  maximus).”  Nils  Erdmann  also  relates  Caesar  and 
Nietzsche;  see  his  August  Strindberg,  p.  711. 

16  Diebold  discusses  To  Damascus  under  the  caption  Der  Monologist 
uon  Damaskus ;  Anarchie  im  Drama,  pp.  165-171. 
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This  study  is  completely  interwoven  with  the  discussion  on  Aus- 
strahlungen  des  Ichs,  the  section  immediately  following,  and  will 
there  find  amplification. 

ATJSSTRAHLUNGEN  DES  ICHS 

The  whole  play  is  so  evidently  a  radiation  of  the  ego  that 
nearly  all  its  elements  may  be  included  under  the  one  caption. 
The  expressionistic  elements  are  so  interwoven  and  mingled  with 
Ausstrahlungen  des  Ichs  that  they  hardly  can  be  discussed  sep¬ 
arately.  If  one  attempts  to  separate  these  dependent  factors  one 
is  too  likely  to  find  oneself  equipped  with  a  handful  of  varicolored 
threads,  fit  to  be  used  for  a  tassel,  a  duster,  or  a  mop,  but  quite 
useless  for  a  work  of  art.  We  shall,  therefore,  thread  our  way 
through  the  drama  with  an  open  eye  for  all  that  points  to  Aus¬ 
strahlungen  des  Ichs,  the  Unconscious,  dream  character  and 
the  objectification  of  inner  experience.  Other  elements  like  the 
dramatic  unities,  the  relation  to  music  and  “  the  wrorth  of  man  ” 
are  independent  enough  to  warrant  individual  treatment. 

The  very  first  lines  in  the  drama  dispel  any  illusions  that  one 
may  have  regarding  the  possibility  of  naturalism  in  To  Damascus. 
The  Unknown  stands  on  a  street  corner  undecided  regarding  the 
direction  he  will  take.  The  Lady  enters  and  is  greeted  by  the 
Unknown:  “  See,  there  you  are.  I  almost  knew  that  you  would 
come.”  17  The  Lady  replies  that  the  Unknown  was  calling  for 
her,  “  Yes,  I  felt  it.”  Were  we  to  jump  to  conclusions  without 
further  evidence  we  might  even  now  declare  that  the  Lady  is  no 
more  than  a  projection  of  the  Unknown’s  consciousness  on  the 
stage,  a  materialization  of  his  wish.  But  there  are  plenty  of 
bridges  in  this  drama,  so  the  strenuous  sport  of  jumping  need  not 
be  followed. 

A  little  later  in  the  drama,18  the  Unknown  tells  the  Lady  that 


17  Strindberg,  XXIX,  7. 


18  Ibid.,  p.  9. 
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solitude  is  what  he  fears  most  of  all,  for  when  one  is  alone  one 
encounters  somebody!  The  Unknown  says  that  he  is  not  sure 
whether  it  is  really  someone  else,  or  whether  it  is  just  a  manifesta¬ 
tion  of  himself  that  he  apprehends.  But  “  in  solitude  one  is  not 
alone.  The  atmosphere  becomes  close,  it  grows,  and  there  come 
into  being  creatures  that  are  invisible,  but  nevertheless  possess 
life  and  can  be  apprehended.”  The  Unknown  further  qualifies 
this  statement  by  an  explanation  that  not  long  since  he  simply 
observed  objects  and  events,  forms  and  colors,  but  now  he  sees 
thoughts  and  significances.  “  Life,  which  before  was  a  monstrous 
nonsense,  has  taken  on  meaning  ”  and  where  the  Unknown  for¬ 
merly  saw  chance  he  now  sees  a  purpose.  He  is  not  certain  whether 
this  comes  out  of  his  own  ego  or  whether  he  has  awakened  to  new 
truths,  for  he  is  evidently  “  hesitating  at  a  street  corner  ”  in  his 
mental  life  even  as  he  stands  on  a  street  corner  in  material  form. 
He  is  convinced,  for  example,  that  the  Lady,  whom  he  met  for 
the  first  time  on  the  preceding  day,  has  been  sent  to  him  for  one 
of  two  extreme  purposes:  either  to  save  him  or  to  crush  him. 
The  Lady  is  clearly  an  instrument  of  the  “  Powers,”  she  typifies 
her  sex,  and  she  has  been  called  into  being  by  the  Unknown’s 
own  desire. 

When  the  Lady  asks  the  Unknown  if  he  has  ever  had  visions 
he  replies  in  the  emphatic  negative.19  It  is  an  obvious  indication 
that  this  is  not  to  be  a  drama  of  the  experimental  type  indicating 
researches  in  the  realm  of  psychology;  it  is  not  a  drama  con¬ 
sciously  built  on  hallucinations  which  are  to  be  interpreted  by  a 
scientist.  It  is  constructed  with  a  clear  sense  of  the  validity  of 
the  inner  experiences,  notwithstanding  the  fact  that  these  ex¬ 
periences  may  possibly  be  the  result  of  the  “  Powers  ”  juggling 
with  the  ego  of  man. 

The  Unknown  talks  about  himself  and  then  suddenly  turns  to 
the  Lady  with  the  request  that  she  tell  him  a  few  things  about 

19  Ibid.,  p.  11. 
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herself.  She  replies  that  there  is  nothing  to  discuss.  The  Un¬ 
known’s  comment  is  significant. 

The  Unknown.  Peculiarly  enough,  I  also  would  rather  think  of  you 
as  impersonal,  nameless  —  I  only  know  the  half  of  your  name  — 
I  should  like  to  give  you  a  name  myself  —  let  me  think  what  you 
shall  be  called!  Yes,  you  shall  be  named  Eve.20 

The  name  Eve  has  two  obvious  interpretations:  she  is  the  type 
woman,  the  representative  of  the  eternal  feminine;  and  she  is  also 
the  creature  through  whom  sin  came  into  the  world.21  She  is 
like  the  flower  that  she  wears  on  her  bosom;  it  signifies  meanness 
and  slander,  but  has  been  known  to  heal  insanity.22  The  naming 
of  the  Lady  is  a  clear  gesture  of  Ausstrahlungen  des  Ichs.  Even 
as  Minerva  sprang  from  the  brow  of  Jupiter,  so  Eve  in  To 
Damascus  radiates  from  the  ego  of  the  Unknown.  Whatsoever 
qualities  she  has  also  come  from  the  Unknown.  He  names  her 
Eve,  gives  her  an  age  of  thirty-four  years  and  a  good  character. 
Without  further  characterization  he  turns  again  to  himself. 

In  the  midst  of  his  tale  the  Unknown  suddenly  asks:  “  Do  you 
think  I  am  insane?  ”  and  the  Lady  replies  in  the  negative.23  With 
such  a  statement  coming  out  of  the  drama  one  may  be  tempted 
to  agree  with  Book  that  “  impressions  of  reality  are  transformed 
after  having  passed  through  a  confused  intelligence  and  a  sick 
sensitiveness.”  24  Book  admits  the  element  of  distortion  and  puts 
the  blame  on  Strindberg’s  state  of  mind.  If,  however,  we  study 
the  drama  as  literature,  without  focussing  our  attention  too  much 
on  the  autobiographical  data,  we  should  bear  in  mind  that  the 
Unknown  is  a  character  in  the  drama.  The  question  of  Strind- 

20  Strindberg,  XXIX,  13.  (Note  also  Lilith  in  the  fragment  The  Hol¬ 
lander,  Samlade  otryckta  skrifter,  I.) 

21  Ibid.,  pp.  87-88,  offers  further  evidence. 

22  Ibid.,  p.  20. 

23  Ibid.,  p.  15. 

24  Book,  Fredrik,  Sveriges  moderna  litteratur,  p.  342  (the  passage  quoted 
refers  directly  to  the  novel  Svarta  fanor,  but  also  indirectly  to  To  Damascus, 
A  Dream  Play  and  the  Chamber  Plays). 
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berg’s  sanity  is  another  matter  which  has  been  carefully  con¬ 
sidered,  if  not  completely  solved,  in  the  studies  of  Jaspers  and 
Rahmer.25  What  is  important  for  us  is  the  dramatic  figure,  the 
Unknown.  He  is  actually  bridging  the  gap  between  subject  and 
object,  and  has  by  no  means  lost  his  mental  balance.  He  is 
aware  that  this  new  phase  of  his  life  has  distorted  former  views, 
and  he  knows  that  strange  things  are  occurring.  The  Unknown 
struggles  to  keep  himself  in  balance  as  he  battles  throughout  the 
entire  situation,  and  he  is  not  to  be  dismissed  lightly  with  a 
gesture  that  implies  “  another  imbecile.” 

The  Unknown’s  talk  with  the  Beggar  26  discloses  a  most  un¬ 
usual  type  of  beggar,  and  something  more.  In  his  conversation 
with  the  Lady  27  the  Unknown  tells  her  to  look  at  a  scar  on  his 
forehead.  He  explains  that  many  years  ago  his  brother  hit  him 
with  an  axe.  Later,  when  the  Unknown  asks  the  Beggar  what 
sort  of  scar  he  has  on  his  forehead,  the  latter  replies  that  he 
received  it  at  the  hands  of  a  close  relative!28  The  Unknown 
becomes  somewhat  frightened  and  feels  of  the  Beggar’s  arm  to 
determine  whether  or  not  he  is  really  of  flesh  and  blood.  The 
significance  of  the  scene  lies  in  the  question  of  the  Beggar’s 
reality.  Clearly,  he  is  another  creature  from  the  Unknown’s 
mind;  he  is  indeed  one  of  the  Unknown’s  several  selves. 

After  the  Beggar  departs,  the  Unknown  is  alone  and  yearning 
for  companionship.  The  Lady  comes  immediately,  like  the  ful¬ 
filment  of  the  Unknown’s  wish.  The  Unknown  cries  out,  “  See 
there!  It  is  peculiar  that  I  can’t  open  my  mouth  and  say  some¬ 
thing  before  I  am  immediately  forced  to  recant.”  29>  In  this  same 
conversation  we  get  a  little  glimpse  of  the  Unknown’s  concept  of 

25  Notes  8  and  9,  Part  II,  Chapter  I,  of  this  book. 

26  Strindberg,  XXIX,  16-19. 

27  Ibid.,  p.  13. 

28  Ibid.,  18. 

29  Ibid.,  p.  20  (the  Unknown  has  just  been  cursing  the  long  Sunday 
afternoon  when  it  is  impossible  to  meet  a  friend,  when  the  Lady  enters). 
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reality.  The  Lady  has  reminded  him  that  he  has  forgotten  that 
she  is  married,  that  her  husband  is  a  doctor  and  an  admirer  of 
the  Unknown’s  works.  The  Unknown  replies  that  he  has  done 
everything  possible  to  forget  just  those  facts  and  has  so  rooted 
them  out  of  his  memory  that  they  no  longer  possess  reality 
for  him. 

Scarcely  has  the  Lady  left  him  and  entered  the  church  before 
the  Unknown  sits  down  on  the  bench  and  resumes  his  “  writing 
in  the  sand.”  Then  a  scene  is  presented  that  cannot  possibly  be 
interpreted  as  anything  apart  from  a  projection  of  the  Unknown’s 
mind,  even  though  Strindberg  gives  no  assistance  in  the  stage 
directions.  From  the  beginning  of  the  play  to  the  present  scene 
a  funeral  march  has  been  heard,  now  near  at  hand  and  then  at  a 
distance,  but  always  in  the  atmosphere.  After  the  Lady’s  de¬ 
parture,  there  enter  six  funeral  assistants  dressed  in  brown,  who 
sit  down  with  the  Unknown  and  a  number  of  guests  at  the  tables 
outside  the  tavern.  Everything  is  distorted.  The  answers  to 
questions  are  wholly  contrary  to  expectations.  The  implication 
is  made  that  the  dead  man  was  none  other  than  the  Unknown 
himself.  He  is  qualified  as  having  been  a  useless  creature,  one 
who  indulged  in  strong  drinks  a  great  deal,  a  family  man  who 
let  others  provide  for  his  wife  and  children.30  During  the  con¬ 
versation  between  the  Unknown  and  some  of  the  guests  the  Beg¬ 
gar  enters.  The  Owner  of  the  cafe  notes  at  once  that  the  Beggar 
answers  the  description  of  a  man  wanted  by  the  police.  He 
refuses  to  serve  this  guest  and  threatens  to  summon  the  police  if 
he  does  not  move  along.  The  Unknown  defends  the  Beggar. 
Then  the  Owner  discovers  that  the  Unknown  also  answers  the 
description  of  the  man  wanted  by  the  police,  for  the  Unknown 
and  the  Beggar  are  so  much  alike.  Subsequently,  both  the  Un¬ 
known  and  the  Beggar  are  ejected.  Just  as  the  Unknown  is  in 
great  confusion  the  church  bells  ring  and  the  Lady  enters  the 
30  Strindberg,  XXIX,  25-26. 
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scene  again.  The  further  identification  of  the  Unknown  and  the 
Beggar  points  again  to  the  latter  as  a  materialization  of  one  of 
the  former’s  selves.  The  Beggar  has  radiated  from  the  Un¬ 
known’s  ego. 

The  Lady  asks  the  Unknown  why  he  called  out  to  her.  Later, 
in  the  same  scene,  the  Unknown  explains  that  he  did  not  call  out 
to  the  Lady,  but  just  longed  for  her.31  She  came  once  more  as 
the  fulfilment  of  his  wish.  The  Unknown  is  also  concerned 
enough  regarding  the  nature  of  the  recent  events  to  ask  the  Lady 
if  all  these  things  around  them  are  real.  He  wonders,  too,  if  he 
and  the  Beggar  actually  look  very  much  alike.  The  Lady,  how¬ 
ever,  dismisses  both  questions  in  the  spirit  of  a  mother  soothing 
her  child.32  The  spectator  of  To  Damascus  would  also  be  left  in 
somewhat  the  same  quandary  as  the  Unknown,  wondering  whether 
all  were  real  or  not,  whether  this  scene  was  meant  as  ordinary 
observed  reality  or  as  a  vision.  The  attitude  of  the  Unknown 
obviates  all  difficulties;  the  scene  is  vision  and  not  ordinary 
realism.  In  fact,  the  same  qualification  applies  that  Strindberg 
used  in  a  letter  to  Geijerstam:  “Yes,  this  is  unquestionably  a 
piece  of  literature  with  a  fearful  half-reality  behind  it.”  33  It  is 
this  “  fearful  half-reality  ”  that  is  the  disturbing  factor  for  the 
critic.  The  scene  at  first  seems  real,  then  visionary,  and  lastly 
both  real  and  visionary.  The  truth  is  that  we  have  here  the 
type  of  reality  that  pervades  practically  all  Strindberg’s  works 
after  the  Inferno  period.  The  characters  are  all  in  the  plane  of 
“  nights  of  sleepwalking  in  the  broad  daylight.”  The  reality  is 
the  half-reality  of  dreams;  not  indeed  poetic  dreams  of  beautiful 
maidens,  ethereal  love  and  castles  in  the  air,  not  dreams  of  escape 

31  Ibid.,  p.  30. 

32  An  apt  illustration  of  Strindberg’s  views  on  woman.  The  Lady,  as 
woman,  does  not  speculate  on  the  reality  of  things;  indeed,  there  is  a 
shade  of  contempt  in  her  dismissal  of  the  Unknown’s  queries.  See  also 
note  5,  Part  I,  Chapter  V. 

33  Strindberg,  XXIX,  367. 
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from  the  hard  realities  of  life,  but  dreams  in  which  the  realities 
come  to  us  in  a  distorted  arrangement  of  observed  reality. 

In  the  second  scene,  “At  the  Doctor’s  House,”  there  is  less 
evidence  of  Ausstrahlungen  des  Ichs.  Only  one  incident  shows 
the  fulfilment  of  ia  wish  expressed  by  the  Unknown. 

The  Unknown.  But  he  never  leaves  us,  this  terrible  werewolf. 

The  Doctor  ( looking  at  his  watch).  Pardon  me,  but  I  must  go  away 
for  an  hour  on  a  call.  Hope  you  won’t  find  the  waiting  too  long.34 

Clearly  the  Doctor’s  statement  is  made  in  answer  to  the  desire 
of  the  Unknown  which  is  expressed  to  the  Lady  out  of  the 
Doctor’s  hearing.35 

There  are  other  incidents  that  partially  indicate  Ausstrahlun¬ 
gen  des  Ichs.  The  Unknown  hears  Mendelssohn’s  Funeral  March 
and  is  convinced  that  this  music  is  following  him  and  persecuting 
him.  The  subject  is  dismissed  when  the  Doctor  explains  that  a 
young  lady  near  by  is  playing  the  piano,  and  he  further  informs 
the  Unknown  that  this  piece  of  music  is  in  great  vogue.  Never¬ 
theless,  in  spite  of  explanations  that  point  to  observed  reality, 
we  have  once  more  the  half-reality  of  the  dreamer  in  this  scene. 
The  Unknown  is  depressed  not  only  by  the  music  and  the 
Doctor’s  presence,  but  also  by  the  proximity  of  an  insane 
man  and  of  cadavers.  The  place  seems  to  be  filled  with  strange 
beings. 

In  the  third  scene  of  the  play,  “  A  Hotel  Room,”  the  Lady  and 
the  Unknown  are  given  a  room  which  each  has  previously  oc¬ 
cupied  in  company  with  someone  else.  The  Unknown  also  de¬ 
clares  that  he  felt  in  every  step  of  the  way  that  he  was  being 
driven  to  one  particular  room,  number  eight,  despite  the  fact  that 
he  also  withstood  the  urge  throughout  the  entire  trip.  The  fol¬ 
lowing  conversation  in  the  hotel  room  is  likewise  pertinent 
material. 

34  Strindberg,  XXIX,  44. 

35  Ibid.,  p.  42  (the  Doctor,  who  is  the  “werewolf,”  is  somewhat  deaf). 
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The  Unknown.  And  there  remains  only  one  thing  for  us.  .  .  . 

The  Lady.  Two ! 

The  Unknown.  Yes,  but  the  other  is  impossible. 

The  Lady.  What  is  the  other  one? 

The  Unknown.  To  go  to  your  parents  in  the  country. 

The  Lady.  You  are  already  reading  my  thoughts. 

The  Unknown.  We  can  no  longer  have  anything  secret  from  each  other. 

The  Lady.  Consequently  the  whole  dream  breaks.  .  .  . 

The  Unknown.  Perhaps!  36 

It  is  only  natural  that  the  Unknown  should  read  the  thoughts  of 
the  Lady,  for  she  is  a  product  of  his  mind.  Whatsoever  she 
thinks,  says  or  does  has  already  been  formulated  in  the  Un¬ 
known’s  mind.  Yet  there  is  also  a  sense  of  reality  in  this  con¬ 
versation,  for  we  know  that  people  who  are  much  together  are 
able  “  to  read  each  other’s  thoughts.” 

In  the  same  scene,  the  Unknown  and  the  Lady  both  have 
visions.  The  wall-paper  pattern  forms  a  picture  of  the  Lady’s 
husband,  the  Doctor.  Then  the  Unknown  is  just  making  out  a 
well-known  face  in  the  table-cloth  pattern  when  he  is  interrupted 
by  hearing  once  more  Mendelssohn’s  Funeral  March.  On  this 
occasion  the  Lady  hears  nothing  and  the  Unknown  answers  that 
he  must  be  “  on  the  way  ”  — -  toward  insanity. 

In  the  fourth  scene,  “  By  the  Seaside,”  the  two  have  spent  three 
happy  days  together,  but  the  scene  opens  with  uneasiness  creep¬ 
ing  over  the  Unknown.  He  feels  that  “  fate  is  spinning  its  plot 
and  once  more  he  hears  “  the  mallet  fall  and  the  chairs  pushed 
from  the  table  —  judgment  has  been  pronounced,”  37  as  he  heard 
earlier  in  the  play.38  He  calls  especial  attention  to  the  crochet 
work  that  the  Lady  has  in  her  hands,  and  it  fascinates  him  for 
a  time.  The  Lady  has  been  engaged  in  this  needle-work  rather 

36  Ibid.,  pp.  49-50.  38  Ibid.,  p.  30. 

37  Ibid.,  p.  53. 
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constantly  39  and  now  it  gains  expressionistic  significance  through 
the  Unknown. 

The  Unknown.  What  is  it  you  are  working  on  so  constantly;  like  one 
of  the  Parcae  you  sit  there  and  draw  the  thread  through  your 
fingers  .  .  .  but  do  so!  One  of  the  most  beautiful  sights  I  can 
think  of  is  to  see  a  woman  bent  over  her  work  or  her  child.  What 
are  you  working  on? 

The  Lady.  It  is  nothing,  just  a  bit  of  fancy  work.  .  .  . 

The  Unknown.  It  looks  like  a  mesh  of  nerves  and  knots  where  your 
thoughts  are  fixed.  I  can  imagine  that  your  brain  looks  like  that 
on  the  inside.  .  .  . 

The  Lady.  If  only  I  had  half  the  thoughts  you  wish  to  ascribe  to  me; 
but  I  haven’t  any  at  all ! 

The  Unknown.  Probably  that  is  why  I  enjoy  your  company  so  much, 
because  I  find  you  so  complete  that  I  can’t  think  of  an  existence 
without  you!  Now  the  cloud  drew  away!  Now  the  heavens  are 
high,  the  wind  is  soft;  feel  how  it  caresses!  This  is  life!  Yes,  I  live 
now,  just  now.  And  I  feel  my  ego  swell,  expand,  become  thin, 
become  infinite;  I  am  everywhere,  in  the  sea  which  is  my  blood, 
in  the  mountains  which  are  my  skeleton,  in  the  trees,  in  the  flowers. 
And  my  head  reaches  up  into  the  heavens.  I  look  out  over  the 
universe  which  is  my  Self,  and  I  feel  the  Creator’s  whole  power  in 
me,  for  I  am  that  One.  I  should  like  to  take  the  whole  mass  in 
my  hand  and  knead  it  over  again  to  something  more  complete,  more 
enduring  and  more  beautiful.  ...  I  should  like  to  see  every 
created  thing  and  every  creature  happy:  born  without  pain,  live 
without  sorrow,  and  die  in  quiet  joy!  Eve!  Will  you  die  with 
me,  now,  in  this  very  moment,  since  in  the  next  one  pain  will 
sweep  over  us  again?  40 

The  Unknown,  the  mouthpiece  of  the  dramatist,  is  clearly  an 
expressionist.  Here  is  supersubjectivism,  the  world  and  ego 
flowing  together  in  the  supersubjective  individual,  according  to 
the  words  of  Marzynski.  We  recall  also  the  statement,  “  The 
expressionists  .  .  .  desire  to  reshape  reality  until  the  art-form 
emerges  from  the  nature-form.” 41  Pfister’s  words,  too,  are 
applicable  to  the  Unknown’s  character:  “  The  expressionist 
creates  out  of  the  depths  of  things,  because  he  knows  himself  to 

39  Strindberg,  XXIX,  12,  37,  45,  51,  52,  54. 

40  Ibid.,  p.  54.  41  See  above,  pp.  12,  18. 
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be  in  these  depths.  To  paint  out  of  himself  and  to  paint  himself 
means  to  reproduce  the  intrinsic  nature  of  things,  the  Absolute. 
The  artist  creates  as  God  creates,  out  of  his  own  inner  Self,  and 
in  his  own  likeness.”  42  The  Unknown  is  certainly  an  expression¬ 
ist  and  whatsoever  world  we  find  about  him  will  be  created  out 
of  his  own  being.  It  is  only  through  him  and  in  him  that  the 
other  characters  of  this  drama  have  existence. 

In  the  same  scene  the  Lady  cautions  the  Unknown  about 
speaking  in  such  a  fashion,  for  then  he  seems  to  be  so  much  like 
the  insane  man  back  home,  like  Caesar!  The  Unknown  is  greatly 
perturbed  by  the  likeness  between  himself  and  this  insane  man. 
The  spectator  or  reader  of  this  drama  is  reminded  that  for  the 
third  time  the  Unknown  has  been  likened  to  some  other  charac¬ 
ter:  to  the  Beggar,  to  the  Dead  Man  and  now  to  Caesar.  These 
are  nothing  more  or  less  than  radiations  from  the  Unknown’s  ego. 
They  are  three  of  his  “  selves.” 

A  little  later  in  the  same  scene  the  fancy  work  gathers  added 
significance,  and  demonstrates  to  some  extent  that  it  actually  is 
the  “  inside  of  the  Lady’s  brain.”  The  Unknown  has  just  chal¬ 
lenged  the  “  Powers,”  to  the  great  distress  of  the  Lady. 

The  Lady.  May  heaven  never  punish  you.  .  .  . 

The  Unknown.  The  heavens  are  just  as  blue  and  just  as  mute;  the 
sea  is  just  as  blue  and  stupid.  .  .  .  Hush,  I  hear  a  poem  coming. 
...  I  call  it  that  because  when  a  motif  begins  to  grow  in  my  brain 
.  .  .  but  I  hear  the  rhythm  first  .  .  .  this  time  it  is  like  the  trot¬ 
ting  of  horses,  the  clang  of  spurs  and  the  rattle  of  weapons  .  .  .  but 
there  is  a  fluttering  also,  like  the  flapping  of  a  sail;  it  is  the  flags. 

The  Lady.  No,  it  is  the  wind  that  you  hear  soughing  in  the  trees.  .  .  . 

The  Unknown.  Now  they  are  riding  over  a  bridge,  but  it  is  a  wooden 
bridge  and  there  is  no  water  in  the  river,  only  flint-stone  .  .  .  wait ! 
Now  I  hear  the  chanting  of  a  rosary,  men  and  women;  the  Angelus; 
but  now  I  see  —  do  you  know  where  ?  —  in  your  crochet  work  — 
a  large  kitchen,  it  is  white,  the  walls  are  calcimined;  there  are 
three  small  but  deep  windows  with  lattice  and  flowers;  to  the  left, 


42  See  above,  p.  20. 
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in  the  corner,  is  the  hearth ;  to  the  right,  the  dining  table  with 
pine  benches;  and  over  the  table  in  the  corner  stands  a  black 
crucifix;  underneath,  a  lamp  is  burning  .  .  .  but  the  beams  of  the 
ceiling  are  blackened  with  soot!  .  .  .  and  on  the  walls  there  hangs 
mistletoe,  somewhat  dried  out.  .  .  . 

The  Lady  ( terrified ).  Where  do  you  see  all  this?  Where? 

The  Unknown.  In  your  fancy  work.  .  .  ,43 

The  Lady  is  frightened  by  the  seerlike  powers  of  the  Unknown, 
especially  when  he  continues  in  the  same  manner  to  describe  the 
people  of  the  house.  The  Unknown  suddenly  awakens  as  though 
from  a  trance  and  cries  out  that  this  was  no  poem.  The  Lady 
answers  that  it  was  reality;  it  is  her  home,  the  home  of  her 
parents,  that  the  Unknown  has  described.  As  he  sees  all  this  in 
the  fancy  work,  it  is  clear  that  he  either  has  the  gift  of  second 
sight  or  else  is  responsible  for  everything  in  the  drama,  even  for 
the  home  of  the  Lady’s  parents. 

It  is  easy  to  recognize  all  this  as  a  projection  from  the  mind 
of  the  Unknown,  with  the  crochet  work  a  symbol  of  the  Lady’s 
mind.  She  actually  has  no  thoughts  of  her  own ; 44  she  is  Eve  and 
impersonal 45  and  there  is  really  nothing  to  say  about  her.46  She 
is  indeed  nothing,  but  the  Unknown  intends  to  make  something 
out  of  her.47  He  reads  her  mind  48  and  also  declares  that  this 
fancy  work  looks  like  her  brain  turned  inside  out.49  The  Lady, 
then,  is  clearly  a  tabula  rasa  apart  from  the  Unknown,  and  she 
owes  him  whatsoever  existence  she  possesses.  Everything  radi¬ 
ates  from  the  Unknown’s  ego:  The  Lady,  her  fancy  work  and 
the  interpretation  of  the  latter.  This  character,  the  Unknown,  is, 
as  Diebold  has  already  pointed  out,50  an  expressionistic  mon- 
ologist,  and  not  one  among  several  other  characters. 

The  seventh  scene,  “  In  the  Kitchen,”  gives  us  more  information 

43  Strindberg,  XXIX,  58-59.  47  Ibid.,  p.  16. 

44  Ibid.,  p.  54.  48  Ibid.,  p.  49. 

45  Ibid.,  p.  13.  49  Ibid.,  p.  54. 

48  Ibid.,  p.  12.  50  Diebold,  Anarchie  im  Drama,  p.  165. 
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regarding  Eve,  the  Lady,  and  also  additional  manifestations  of 
the  radiating  ego.  The  Mother  asks  the  Unknown  why  he  calls 
the  Lady  “  Eve,”  since  her  name  is  Ingeborg. 

The  Unknown.  By  giving  her  a  name  of  my  own  invention,  I  have 
made  her  mine,  just  as  I  intend  to  refashion  her  according  to  my 
own  ideas. 

The  Mother.  In  the  image  of  yourself!  51  ( Smiles )  I  have  heard 

that  the  sorcerers  in  the  country  are  in  the  habit  of  making  a 
scarecrow  image  of  the  one  they  wish  to  bewitch;  and  then  they 
baptize  it  with  the  name  of  the  one  they  wish  to  cast  a  spell  upon. 
It  is  so  you  have  reckoned  on  doing  with  your  self-made  Eve  — 
to  destroy  her  whole  family. 

The  Unknown.  The  Devil  you  say!  Pardon,  you  are  my  mother-in- 
law,  but  you  are  also  religious.  How  can  you  conceive  such 
thoughts? 

The  Mother.  They  are  yours.52 

Once  again  thoughts  are  turned  back  to  the  Unknown  as  the 
creator.  Strindberg  also  gives  us  the  comment  of  the  country 
folk  on  the  character  of  the  Unknown.  The  Old  Man,  grand¬ 
father  to  the  Lady,  reports  that  the  people  are  superstitious. 
There  is  no  doubt  in  their  minds,  that  the  Unknown  is  a  Mephis- 
tophelian  character.  The  boatman  swore  that  the  boat  grew 
lighter  as  the  Unknown  stepped  in.  Another  declared  that  his 
horse  had  shied  at  the  newcomer.  And  still  another  had  to  bind 
his  dogs  when  the  Unknown  drew  near.  At  that  very  moment,  the 
Old  Man,  partly  inclined  to  superstition  himself,  declares  that  a 
magpie  just  flew  in  through  the  closed  window,  through  the  win¬ 
dow  pane!  53  Strindberg  allows  this  view  to  the  credulous,  but  it 
is  clear  throughout  the  entire  drama  that  the  Unknown  is  not  a 
Mephistopheles.54  While  far  from  being  a  Faust,  the  Unknown 

51  See  above,  pp.  20,  133. 

52  Strindberg,  XXIX,  72-73. 

52  Ibid.,  p.  76. 

54  The  Unknown,  however,  may  be  compared  to  Aeschylus’  Prometheus, 
Milton’s  Satan,  and  Strindberg’s  Lucifer  in  the  Postludium  to  the  verse 
edition  of  Master  Olof. 
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is  much  closer  to  him  in  character  than  he  is  to  Mephistopheles. 
Here  is  no  witchery,  no  mechanical  diablerie,  but  the  half-reality 
of  dream  life  that  is  found  in  “  nights  of  sleepwalking  in  broad 
daylight.”  Everything  is  born  in  the  Unknown’s  own  soul. 

The  third  act  opens  with  the  eighth  scene  of  the  play,  “  The 
Rose-room,”  with  the  Lady  seated  and  busy  with  her  fancy 
work.  Through  the  door  in  the  background  one  sees  an  ugly 
building,  the  poorhouse.  The  sun  shines  brightly  into  the  rose- 
room,  but  the  poorhouse  in  the  background  is  an  ominous  sym¬ 
bol  that  evil  is  approaching.  Likewise,  the  Lady’s  industry  with 
the  crochet  work  is  a  sign  of  the  feverish  working  of  the  mind 
of  the  Unknown.  In  a  conversation  with  the  Mother,  the  Lady 
declares  that  the  Unknown  anticipates  everything  she  says. 
There  is  nothing  that  he  has  not  already  heard  even  before  she 
has  spoken.  Consequently,  the  two  talk  but  little.55  Yet  the 
Unknown  and  the  Lady  seem  to  be  living  happily  together. 

The  Mother  urges  her  daughter  to  read  the  Unknown’s  last 
book.  In  spite  of  a  promise  that  she  would  not  do  so  56  the  Lady 
accepts  the  book  from  her  Mother  with  the  intention  of  reading 
it.  Scarcely  has  she  done  so  when  she  hears  the  Unknown  coming. 

The  Lady  ( hiding  the  hook  in  her  pocket).  He  is  coming  now!  It’s 
just  as  though  he  felt  at  a  long  distance  that  people  were  talking 
about  him. 

The  Mother.  Would  that  he  also  might  feel  it  when  people  suffer 
for  his  sake — -at  a  great  distance  (she  goes). 

The  Lady  (alone  for  a  moment;  reads  at  random  in  the  book;  seems 
astonished;  hides  the  book  in  her  pocket). 

The  Unknown  (comes  in).  Your  mother  was  here;  naturally  you  were 
speaking  about  me.  I  seem  even  now  to  hear  the  vibrations  of  her 
evil  words;  I  feel  how  they  lash  the  air  and  darken  the  sun’s  rays. 
I  think  that  I  can  trace  in  this  air  the  impression  of  her  body 
standing  in  the  room;  and  she  leaves  an  odor  behind  her  like  a 
crushed  snake.57 


55  Strindberg,  XXIX,  80. 


66  Ibid.,  p.  21. 
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The  Unknown  soon  learns  that  the  Lady  has  read  his  book,58  for 
his  intuition  spies  out  everything.  The  Lady,  who  thus  far  has 
been  quite  unmoral,  without  conscience,59  now  has  her  eyes 
opened;  she  sees  how  evil  the  Unknown  is! 60  Paradise  is  con¬ 
sequently  lost,  so  the  Unknown  departs. 

The  next  scene  in  the  third  act,  the  ninth  in  the  drama,  takes 
place  in  the  Asylum,  a  religious  institution  called  “  The  Good 
Help.”  In  the  room  there  are  characters  recalling  all  who  have 
appeared  in  the  earlier  part  of  the  drama  and  some  who  have 
only  been  mentioned.  In  the  stage  directions,  Strindberg  says 
that  the  faces  of  these  characters  are  a  yellow  waxlike  color: 
they  are  like  the  faces  of  corpses.  The  whole  group  has  not 
only  a  ghostly  appearance  but  also  a  weird  manner  of  behavior. 
The  Unknown  declares  that  all  these  people  seem  to  be  acquaint¬ 
ances  of  his,  that  he  seems  to  see  them  as  in  a  mirror.  He  even 
asks  the  Abbess  if  these  people  are  real  or  if  this  is  only  a  play 
being  performed.81  He  sees  one  pair,  for  example,  that  reminds 
him  of  his  parents.  The  Abbess  calls  the  Confessor  who  comes 
to  the  Unknown  and  explains  who  these  individuals  are.  They 
are  much  like  the  insane  man  “  Caesar,”  the  Beggar,  the  Doctor, 
the  Unknown’s  parents  and  all  the  others.  There  is  even  one 
figure  like  the  Lady,  who  is  busy  with  fancy  work.  The  Con¬ 
fessor,  however,  gives  no  hint  that  he  is  aware  of  any  relation¬ 
ship  between  these  people  and  the  Unknown. 

Here  is  a  superb  example  of  Ausstrahlungen  des  Ichs.  The 
cafe  scene  in  Act  I  is  without  question  projected  from  the  mind 
of  the  Unknown,  but  the  dramatist  gave  us  no  direct  assistance 
in  making  this  decision.  Here,  however,  there  is  no  question ;  the 
stage  directions,  the  speech  of  the  Confessor,  the  attitude  of  the 
Unknown,  the  reading  of  the  Deuteronomic  curses,  the  action  of 
the  shadow  characters,  all  reveal  that  the  ego  of  the  Unknown 


58  Ibid.,  p.  85. 

59  Ibid.,  pp.  69,  72. 


60  Ibid.,  p.  87. 
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is  enstaged.  All  these  people  have  arisen  from  the  Unknown’s 
evil  conscience  and  are  reading  the  Deuteronomic  curses  over  him. 

The  Unknown  is  in  need  of  blessings  after  all  these  curses. 
This  time,  as  usual  with  Strindberg,  the  aspergillum  is  wielded 
by  a  woman  instead  of  a  priest.  The  Unknown  starts  back  to 
the  Lady,  in  search  of  mercy.  And  the  rest  of  the  eight  scenes 
in  Part  I  are  the  same  as  those  preceding  the  Asylum  scene,  except 
that  they  are  given  in  reverse  order,  the  play  ending  at  the  street 
corner  where  it  began. 

The  second  half  of  Part  I  is  much  like  the  first,  so  we  may  be 
content  with  a  few  examples.  In  the  last  scene  of  the  third  act, 
the  second  kitchen  scene,  the  Unknown  says,  “  Afterwards  I  had 
to  remain  standing  on  the  floor  and  see  again  the  whole  panorama 
of  life  unrolled,  all,  all  .  .  .  and  that  is  the  worst  of  it.”  62  The 
Unknown  has  made  the  same  observation  twice  before.63  Indeed, 
it  is  rather  clear  through  the  play  that  past  events  are  continually 
unrolling  themselves  before  the  Unknown.  He  also  reminds  his 
Mother-in-law  that  things  occur  in  a  strange  fashion,  even  as  he 
once  saw  that  very  same  kitchen  in  —  in  an  ecstasy,  if  she  prefers 
to  call  it  that.64 

In  the  second  scene  of  “  The  Hotel  Room  ”  the  Unknown  re¬ 
marks  that  the  panorama  has  become  a  cosmorama.  At  night 
he  has  had  the  terrible  dream  that  the  Doctor  is  about  to  marry 
his  former  wrife  and  become  the  stepfather  to  his  children.65 
That  this  is  more  than  dream  is  revealed  later  in  the  play.66  It 
is  also  in  this  hotel  room  that  the  Lady  comes  to  the  end  of  her 
thread  and  the  crochet  work  is  finished.  The  work  is  filthy,  but 
it  has  the  tale  of  the  Unknown  and  the  Lady  in  its  pattern, 
colored  by  the  filth  of  the  highway,  by  tears  and  blood.67 

This  whole  drama,  To  Damascus,  I,  teems  with  examples  of 

62  Strindberg,  XXIX,  107.  65  Ibid.,  p.  123. 

ss  Ibid.,  pp.  86,  100.  se  / bid.,  pp.  131,  205. 

64  Ibid.,  p.  110.  67  Ibid.,  p.  125. 


“  To  Damascus  ”  Trilogy 


139 


Ausstrahlungen  des  Ichs,  and  reveals  that  the  play  in  toto  is  one 
of  the  purest  expressionistic  dramas.  It  is  rich  with  autobio¬ 
graphical  data,  though  this  is  necessarily  distorted;  the  play  is 
enacted  by  type  characters;  and  all  the  characters  are  projections 
from  the  mind  of  the  one  main  character,  the  Unknown.  Cer¬ 
tainly  in  this  drama  one  may  well  say  that  Strindberg  is  gazing 
in  the  magic  crystal  of  the  ego  and  selecting  for  his  drama  the 
elements  that  are  in  play  in  this  wonder-glass.  The  drama  as  a 
whole  radiates  from  the  ego  of  Strindberg,  even  as  the  drama 
radiates  from  the  ego  of  the  Unknown. 

THE  “  POWERS,”  i/R-ISHNESS,  DISTORTION  AND  REALITY 

Throughout  the  drama  the  Unknown  is  obviously  in  a  struggle 
with  the  “Powers”;  and  this  combat  presents  an  antithesis  of 
the  natural  and  the  supernatural,  the  mortal  and  the  infinite,  the 
visible  and  the  invisible.  The  characters  of  the  play  are  pro¬ 
jections  from  the  evil  conscience  of  the  Unknown,  and  each  one 
is  a  concrete  manifestation  of  the  “  Powers.”  Through  the  Lady 
the  “  Powers  ”  are  offering  an  example  of  the  struggle  between 
the  sexes.  Also  the  Lady,  as  type  woman,  is  an  antithesis  within 
herself.  Through  one  woman  sin  was  fastened  on  the  human 
race;  through  another  it  was  removed.68  The  Doctor  is  a  re¬ 
minder  of  guilt,  a  finger  pointing  at  the  Unknown  and  calling  to 
his  attention  that  he  has  sinned.  With  all  his  claims  of  having 
searched  for  the  truth,  of  having  tried  to  contribute  to  the  well¬ 
being  of  himself  and  others,  the  Unknown  nevertheless  has  made 
many  miserable  and  is  himself  a  wretched  creature.  The  Beggar 
is  the  manifestation  through  which  the  “  Powers  ”  indicate  to 
the  Unknown  that  with  all  his  learning,  with  all  his  pretensions 
to  philosophic  research,  he  is,  nevertheless,  a  character  in  rags 
hunting  cigar  stumps  in  the  gutter.  Caesar,  a  very  shadowy 

68  Ibid.,  p.  88 
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figure  in  the  first  act,  constantly  calls  to  mind  the  Unknown’s 
dubious  state  of  mind,  and  also  the  disastrous  effect  that  the 
Unknown’s  works  have  had  on  other  people.69  The  Mother  is 
employed  by  the  “  Powers  ”  to  indicate  the  struggle  of  the  sexes 
and  also  the  Unknown’s  own  guilt;  the  Mother  was  forsaken  by 
her  husband  even  as  the  Unknown  forsook  his  first  wife  and  their 
children. 

The  concept  of  the  “  Powers  ”  points  at  times  to  something 
Absolute  that  is  in  and  over  everything ;  at  other  times  to  a  pur¬ 
suing  Nemesis.  Moreover,  the  “  Powers  ”  also  arise  from  the 
Unknown’s  own  mind.  In  the  first  “  By  the  Seaside  ”  scene,  the 
Unknown  has  expressed  the  idea  that  he  is  God,  the  Creator, 
the  whole  universe; 70  and  a  little  later  in  the  same  scene  he  cries 
out  against  the  “  Powers.” 

The  Unknown.  .  .  .  Now  the  glove  is  cast,  and  you  shall  witness  a 
set-to  between  big  folk!  {He  opens  his  coat  and  vest  and  casts 
threatening  glances  upwards.)  Come!  Strike  me  with  your  thun¬ 
der,  if  you  dare !  Scare  me  with  your  storm,  if  you  can ! 

The  Lady.  No,  no!  don’t  do  that! 

The  Unknown.  Yes,  just  that!  that!  Who  ventures  to  disturb  me  in 
my  love  dream?  Who  snatches  the  cup  from  my  lips  and  the 
woman  from  my  arms?  Ye  envious  ones,  gods  or  devils!  Little 
burgher-gods  who  parry  the  sword  with  a  thrust  of  the  needle 
from  behind;  who  don’t  meet  in  the  field,  but  who  answer  with  an 
unpaid  bill  at  the  kitchen  in  order  to  belittle  the  master  before 
his  servants.  Not  to  strike,  to  hew  with  naked  metal,  but  to  spit 
upon  and  to  yell  .  .  .fie!  Powers,  potentates,  princes,  fie!  71 

It  seems  that  the  “  Powers  ”  themselves  have  scarcely  more  than 
a  “  half-reality,”  the  dream  type  of  reality  that  comes  from  inner 
experience  projected  into  material  form.  The  “  Powers  ”  come 
from  the  Unknown’s  ego  as  well  as  the  visible  characters. 

The  idea  of  “  Powers  ”  as  an  unalterable  fate  also  runs  through 
the  play.  At  the  very  opening  of  the  play  72  the  Unknown  is 

69  Strindberg,  XXIX,  92  (see  also  note  15  of  this  chapter). 

70  Ibid.,  p.  54  (see  p.  132  above).  71  Ibid.,  p.  58.  72  Ibid.,  p.  8. 


“  To  Damascus  ”  Trilogy 


141 


wondering  if  there  are  people  already  damned  in  life,  and  tells 
the  Lady  to  look  upon  himself  as  an  excellent  example.  In  the 
first  “  Hotel  Room  ”  scene,  he  finds  himself  paralyzed  and  unable 
to  do  what  reason  dictates;  it  is  as  though  Fate  demanded  an  act 
of  folly.73  Again,  the  Lady  says  that  no  one  can  escape  his  fate.74 
At  the  same  time  she  senses  that  the  “  Powers  ”  have  held  con¬ 
sultation  over  her  and  the  Unknown  and  come  to  some  conclusion 
regarding  their  fate.  Even  the  Unknown  admits  that  he  could 
actually  hear  the  gavel  fall,  the  chairs  pushed  away  from  the 
table  and  the  messenger  sent  out.  The  idea  that  fate  is  unal¬ 
terable  occurs  again  and  again  throughout  the  drama,  now  from 
the  lips  of  one  character  and  then  from  another.75 

Ur-ishness  is  more  in  the  atmosphere  than  in  the  language  of 
the  play.  The  Lady,  as  Eve,  is  the  rtr-mother  of  us  all  and  also 
the  ur-sinner.  The  Unknown  himself  has  early  been  called  a 
“  deliverer  ”  76  and  apparently  would  free  people  from  restraint. 
He  tells  the  Lady  that  he  could  not  bear  to  see  people  suffer,  so 
he  cried  out,  “  Free  yourselves  and  I  shall  help  you.”  He  told 
the  poor  not  to  let  the  rich  sap  their  strength,  the  woman  not  to 
let  her  husband  subjugate  her,  and  children  not  to  obey  their 
parents  when  the  latter  were  unjust;  and,  as  a  result,  the  Un¬ 
known  had  against  him  both  rich  and  poor,  husband  and  wife, 
parents  and  children.77  The  Doctor,  in  referring  to  the  Un¬ 
known’s  capacity  as  a  deliverer,  says  that  it  is  probably  well 
that  people  are  fond  of  their  shackles.78  The  Unknown,  however, 
would  deliver  people  from  the  bonds  of  convention  in  order  that 
the  injustice  of  civilization  might  be  rooted  out.  In  other  words, 
the  Unknown  would  inaugurate  the  reign  of  pure  Seele. 

We  can  gather  an  idea  of  the  ur-ish  qualities  still  more  patently 
when  the  Lady  asks,  “  Have  we  done  wrong?  ”  and  the  Unknown 

73  Ibid.,  p.  50. 

74  Ibid.,  p.  29. 

75  Ibid.,  pp.  29,  32,  51,  53,  71,  72,  77,  84,  119,  133. 

76  Ibid.,  pp.  15,  31,  37. 
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answers  by  asking  another  question,  “What  is  wrong?  ” 79  The 
two  are  as  unmoral  as  the  wr-pair  of  the  human  race.  The 
Mother  also  senses  that  her  daughter  is  quite  lacking  in  con¬ 
science,80  so  much  so  that  she  later  says  to  her,  “  I  don’t  know 
whether  you  were  born  with  all  the  wisdom  of  the  world  or 
whether  you  are  just  simple-minded.”  81  A  sharper  emphasis  is 
placed  on  the  wr-qualities  when  the  Lady  has  read  the  last  book 
written  by  the  Unknown.  Then  she  has  eaten  from  the  tree  of  the 
knowledge  of  good  and  evil  and  has  acquired  a  moral  sense.82 
Both  the  Unknown  and  the  Lady  are  symbols  of  the  wr-ishness 
that  persists  within  us  and  of  the  constant  recurrence  of  the  ideas 
of  good  and  evil.83 

There  is  a  further  significance  to  the  Unknown  if  we  allow 
ourselves  to  be  tempted.  In  the  miracle  play  De  Creatione  et 
Sententia  Vera  Mundi8i  Strindberg  has  portrayed  Lucifer,  the 
Light-bringer,  as  the  good  power  who  is  being  persecuted  by  the 
evil  power,  God.  Lucifer  attempts  to  free  the  earth-people  by 
tempting  them  to  eat  of  the  tree  and  learn  the  difference  between 
good  and  evil  that  they  might  see  how  evil  life  is.  But  God,  the 
Evil  Power,  conquers  so  completely,  that  the  earth-people  regard 
Lucifer  as  the  Devil,  as  the  evil  power.  Since  Strindberg  implies 
in  the  Inferno  85  that  he  is  being  punished  for  having  written  the 
miracle  play,  it  seems  inescapable  that  he  should  still  have  this 
play  in  mind  one  year  later  when  he  was  writing  the  first  part  of 
To  Damascus.  It  seems  very  reasonable  to  call  the  Unknown  a 
typical  man,  the  mouthpiece  of  Strindberg,  and  also  the  repre- 

79  Strindberg,  XXIX,  60. 

80  Ibid.,  p.  72. 

81  Ibid.,  p.  80. 

82  Ibid.,  p.  87. 

83  Note  that  the  Lady  is  strongly  qualified  by  Seele  whereas  the  Un¬ 
known  is  Seele  struggling  in  Geist.  See  above,  note  5,  Part  One,  Chapter  V, 
and  pp.  72-77. 

84  Strindberg,  II,  312-319  (see  also  above,  pp.  91-92). 

83  Ibid.,  XXVIII,  204. 
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sentative  of  the  Good  Power  who  is  being  mercilessly  whipped 
by  the  Evil  Power. 

Elements  of  distortion  are  also  closely  bound  with  the  elements 
of  Ausstrahlungen  des  Ichs,  as  we  have  already  seen,  and  with 
the  concept  of  reality  as  well.  The  Strindberg  letter  to  Geijer- 
stam  86  declares  that  the  drama  has  a  “  fearful  half-reality  be¬ 
hind  it,”  but  even  without  this  letter  the  drama  itself  gives  us 
enough  evidence.  In  the  first  scene  the  Lady  has  cried  out  in 
horror  that  the  Unknown  is  “  playing  with  death.”  His  reply 
gives  us  a  cue  to  his  concept  of  reality  in  life  and  in  works  of  art. 

The  Unknown.  Just  as  I  play  with  life  —  I  was  a  writer.  Iu  spite  of 
my  inborn  gloominess  I  have  never  been  able  to  take  anything 
seriously,  not  even  my  own  great  sorrows,  and  there  are  moments 
when  I  doubt  that  life  has  any  more  reality  than  my  own  writings.87 

This  is  the  kind  of  statement  that  not  only  lives  in  the  play  itself 
but  also  has  a  “  fearful  half-reality  ”  about  it.  It  leaps  out  of 
the  play  and  fastens  itself  upon  Strindberg’s  own  character.88 
Critics  who  hasten  forward  to  point  out  that  Strindberg  has  this 
or  that  to  say  in  a  certain  literary  product  must  always  face 
this  dilemma:  Strindberg’s  life  and  works  are  so  intertwined  that 
it  is  extremely  difficult  to  determine  whether  his  life  is  a  gesture 
from  his  works  or  his  works  purely  radiation  from  his  life. 
Strindberg  so  lives  in  his  literature  and  his  life  that  his  concept 
of  reality  in  the  one  is  conditioned  by  his  concept  of  reality  in 
the  other. 

It  is  here  that  we  encounter  distortion  of  observed  reality  be¬ 
cause  of  inner  experience.  But  even  more  than  that  Strindberg 
baffles  us  at  times  by  presenting  observed  reality  and  inner  ex¬ 
perience  in  a  combination  that  permits  the  spectator  or  the  reader 
to  see  both  at  once.  His  works  are  by  no  means  the  result  of 
“  thoroughgoing  introversion  ”  in  which  the  bridges  between  sub- 

88  Ibid.,  XXIX,  367  (see  also  above,  p.  129). 

87  Ibid.,  p.  9. 

88  See  also  letter  apropos  of  The  Father,  p.  100  above. 
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ject  and  object  are  completely  broken.  It  is  this  “  half-reality  ” 
that  Strindberg  presents,  a  standing  on  the  bridge  with  complete 
uncertainty  regarding  the  direction  he  will  take,  even  as  the  Un¬ 
known  stands  on  the  street  corner  at  the  opening  of  To  Damascus. 

For  the  Unknown,  reality  has  changed  from  the  mere  report 
of  observations  to  a  contemplation  of  meanings.89  He  no  longer 
sees  objects  and  incidents,  but  thoughts  and  meanings.  More¬ 
over,  the  whole  universe  ceases  to  be  a  chaos  of  chance  objects 
and  chance  occurrences;  it  is  now  the  manifestation  of  a  purpose. 
If  the  Unknown  is  the  mouthpiece  of  the  author  of  Inferno,  he 
will  see  meanings  in  chance  scraps  of  paper,  the  message  in  a 
book  that  opens  to  a  particular  page  as  though  some  higher  power 
were  turning  the  pages;  and  he  will  be  able  to  give  a  mystical 
interpretation  to  every  movement  of  earth  stuff.90  If  the  Un¬ 
known  goes  back  to  De  Creatione  et  Sententia  Vera  Mundi,  he 
knows  that  the  purpose  of  this  life  on  earth  is  the  diversion  of 
the  gods.  In  To  Damascus,  however,  we  must  credit  the  Un¬ 
known  with  his  own  expressionistic  nature ;  he  seeks  for  the  heart 
of  reality  behind  the  superficial  objective  manifestations. 

There  is  also  a  little  tale  in  the  first  scene  that  demands  our 
attention.  The  Unknown  tells  the  Lady  that  in  his  family  there 
runs  a  story  that  he  is  a  changeling,  that  he  himself  is  actually 
an  elf’s  child.91  He  admits  readily  enough  that  he  does  not  take 
much  stock  in  the  story,  but  he  thinks  that  there  is  an  astonishing 
similarity  between  himself  and  an  elf’s  child.  When  the  Lady  a 
little  later  refers  to  this  story  the  Unknown  hastily  dismisses  it 
with  the  careless  explanation,  “  That  was  only  a  tale!  ”  Never¬ 
theless,  he  continues  to  refer  to  the  elves  until  the  Lady  requests 
him  not  to  distress  her  with  further  mention  of  the  story.  The 

89  Strindberg,  XXIX,  10. 

90  Note  that  the  title  of  the  first  chapter  of  Inferno  (Strindberg, 
XXVIII)  is  “  Den  Osynliges  hand,”  that  is,  “  The  Hand  of  the  Invisible 
One.” 

91  Strindberg,  XXIX,  11. 
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Unknown  replies,  “  To  tell  the  truth,  I  don’t  believe  in  them,  but 
just  the  same  they  are  always  coming  back.  Aren’t  elves  cursed 
spirits  which  haven’t  received  salvation?  Well,  then  I  am  also 
the  child  of  a  troll.”  Later  on  in  the  drama,  the  Unknown  now 
and  then  calls  to  mind  the  elf  story.  He  does  not  have  any 
particular  faith  in  the  tale,  but  even  elves  have  this  “  fearful 
half-reality  ”  about  them.  Besides,  is  there  any  more  reality 
in  life  than  in  the  author’s  works,  or  in  stories  about  elves? 

The  first  time  that  we  encounter  the  Beggar  in  the  drama  we 
well  ask  with  the  Unknown  what  kind  of  reality  this  creature  pos¬ 
sesses.  He  is,  of  course,  clearly  a  projection  from  the  mind  of 
the  Unknown,  and  his  reality  is  of  the  same  kind  that  we  meet 
in  dreams,  a  sort  of  paradoxical  real-unreal.  It  is  distortion  of 
observed  reality,  but  as  true  a  reproduction  as  possible  of  the 
inner  experience  that  has  been  stimulated  by  objective  reality. 
Even  the  Unknown  himself  is  in  a  condition  that  is  rather  pre¬ 
carious  for  the  maintenance  of  observed  reality. 

The  Unknown.  ...  It  seems  as  though  I  am  lying  all  hacked  to  pieces 
in  Medea’s  kettle  and  cooking  slowly:  either  I  shall  be  going  to 
the  soap-works  or  else  arise  rejuvenated  from  my  own  bouillon! 
All  depends  on  Medea’s  proficiency.92 

The  figure  of  speech  may  be  applied  to  the  conditions  of  reality, 
whether  or  not  Strindberg  himself  thought  it  out  in  this  fashion: 
All  the  conditions  of  observed  reality  are  hacked  to  fine  pieces 
when  poured  into  the  unconscious ;  dependent  on  the  proficiency 
of  the  ego,  a  new  inner  experience  is  born  of  the  old  objective  one 
or  else  everything  becomes  mere  refuse.93 

The  entire  scene  of  the  burial  assistants  and  guests  at  the 
tavern  is  not  only  a  dream  scene  but  also  an  explanation  of  reality 
and  distortion  in  the  play.  When  the  Unknown  asks  the  guests 

92  Ibid.,  p.  23. 

93  This  is  not  offered  as  evidence,  but  as  a  reasonable  interpretation 
employing  expressionistic  cant. 
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why  they  are  dressed  in  brown  instead  of  the  regulation  mourning 
color,  black,  the  guests  reply  that  they  are  actually  dressed  in 
black;  but  “  if,  sir,  you  so  command,  it  shall  be  brown  for  you.”  94 
The  Unknown  then  asks  if  the  spruce-brash  is  possibly  something 
else  and  receives  the  answer  that  it  is  part  of  a  grape-vine.  The 
scene  is  without  question  inserted  by  the  author  to  stress  the 
half-reality  of  this  drama,  its  dream  character,  its  conscious  dis¬ 
tortion  of  observed  reality  and  its  objectification  of  the  inner 
experiences  of  the  Unknown. 

The  first  “  By  the  Seaside  ”  scene  is  another  that  beggars 
analysis  unless  it  is  just  a  mechanical  device  to  create  suspense. 
The  Unknown,  in  ecstasy,  describes  the  Lady’s  home,  and  he 
declares  that  he  sees  the  whole  vision  in  the  pattern  of  the  fancy 
work.  When  the  Unknown  subsides  into  his  ordinary  self  he 
cries  out,  “  This  is  not  a  poem,”  and  the  Lady  declares,  “  It  is 
reality.”  95  We  comment  once  more  that  it  is  the  half-reality 
that  is  born  of  pure  inner  experience  and  of  observed  reality. 
The  Lady,  her  fancy  work,  and  the  vision  in  the  latter  are  all 
radiations  from  the  ego  of  the  Unknown.  The  scene  is,  in  spite 
of  the  Unknown’s  declaration,  a  poem.  It  is  a  poetic  observation 
on  reality. 

This  state  of  half-reality  is  well  illustrated  once  more  in  the 
first  “  At  the  Gorge  ”  scene.  Everything  that  the  Unknown  sees 
has  a  natural  explanation  for  its  appearance  and  yet  bears  some¬ 
thing  unreal  about  it.  The  Unknown  cannot  escape  the  convic¬ 
tion  that  things  are  bewitched,  in  spite  of  their  apparent  normal¬ 
ity.  He  even  sees  the  profile  of  the  Doctor  in  the  rock.  The 
Lady  points  to  the  evil  conscience  as  the  source  of  the  appari¬ 
tion,96  more  evidence  of  inner  experience  conditioning  objective 
reality. 

Likewise,  the  asylum  scene  is  clearly  a  projection  of  the  Un¬ 
known’s  ego,  a  distortion  of  observed  reality  which,  like  the  stuff 

9*  Strindberg,  XXIX,  25.  95  Ibid.,  p.  59.  96  Ibid.,  p.  64. 


“  To  Damascus  ”  Trilogy 


147 


of  dreams,  has  been  collecting  in  the  memory  for  many  years. 
When  the  Unknown  asks  about  the  other  people  in  the  asylum 
and  wonders  if  they  are  actually  human  beings,  the  Abbess  replies 
with  ambiguity,  .  .  they  possess  a  fearful  reality.  That  you 
probably  see  them  somewhat  awry  is  due  to  the  fact  that  you 
still  have  fever,  or  ...  to  something  else.”  97  Indeed,  through¬ 
out  the  whole  play  the  concept  of  reality  is  cued  with  that  early 
statement  of  the  Unknown  regarding  reality  in  life  and  in  his 
own  works.98 

THE  RELATION  TO  MUSIC 

A  reading  of  the  To  Damascus  trilogy  reveals  that  music  plays 
an  important  role.  Indeed,  Strindberg  took  special  pains  to 
arrange  even  for  the  music  that  was  to  precede  each  act,99  as 
well  as  for  the  music  that  is  contained  within  the  drama. 

In  the  first  scene  of  the  drama  a  funeral  march  seems  to  be 
approaching  and  then  drawing  away,  to  the  discomfort  of  the 
Unknown.  When  he  has  named  the  Lady  “  Eve  ”  and  joyously 
cries  out  for  fanfares,  the  funeral  march  responds.100  Later,  the 
playing  of  the  organ  in  the  church  serves  as  an  announcement 
that  the  tavern  will  soon  be  open  and  one  may  begin  to  drink 
again.101  When  the  Unknown  is  uncomfortably  involved  in  the 
tavern  scene,  taunted  with  being  wanted  by  the  police,  he  cries 
out  that  it  looks  much  like  an  intrigue.  The  vision  is  at  once 
broken  by  music.  The  church  bells  ring,  and  one  hears  the  organ 
playing  and  the  choir  singing  as  the  sun  comes  out  in  brilliance.102 
In  the  scene  “  At  the  Doctor’s  House  ”  the  Unknown  hears  once 

97  Ibid.,  p.  91. 

98  Ibid.,  p.  9  (see  also  p.  143  above). 

99  Hellstrom,  Victor,  Strindberg  och  musiken,  p.  35. 

i"  Strindberg,  XXIX,  13. 

101  Ibid.,  p.  22  (this  is  also  an  example  of  the  kind  of  humor  found  in 
Strindberg’s  works). 

102  Ibid.,  p.  28  (is  it  possible  that  church  bells  function  here  as  in 
Ibsen’s  Peer  Gynt,  to  scare  away  the  trolls?  See  Archer  translation  of 
Ibsen’s  Works,  IV,  83). 
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more  Mendelssohn’s  Funeral  March  and  it  seems  that  the  music 
is  persecuting  him.103  Throughout  the  play  music,  as  sound, 
contributes  to  the  mood  of  the  various  situations. 

Musical  form  also  applies  to  the  dialogue  in  To  Damascus.  We 
recall  that  in  his  preface  to  Miss  Julia  Strindberg  speaks  of 
dialogue  written  like  a  musical  composition.104  This  form  of 
dialogue  did  not  appear  strongly  in  Miss  Julia,  but  it  is  of  great 
significance  in  post-inferno  dramas.  If  we  also  look  at  a  later 
drama,  The  Regent ,105  we  find  a  note  referring  to  To  Damascus. 
In  this  note  Strindberg  says  that  he  is  using  the  same  device  for 
scenic  arrangement  in  The  Last  Knight 106  and  The  Regent  that 
he  used  in  the  first  part  of  To  Damascus.  “  This  contrapuntal 
form,  borrowed  from  music,  which  I  used  in  Damascus,  I,  carries 
this  effect  with  it;  the  listener  is  reminded  of  the  different  places 
previously  enstaged,  and  thereby  the  drama  functions  as  though 
occurring  far  in  the  future  with  a  great  deal  behind  it.  .  .  .” 107 

This  so-called  contrapuntal  form  refers  specifically  to  the  ar¬ 
rangement  of  the  scenes.  The  drama  begins  at  the  street  corner, 
passes  to  the  Doctor’s  house,  the  hotel  room,  the  seaside,  the 
highway,  the  gorge,  the  kitchen,  the  rose-room  and  the  asylum. 
The  play  mounts  up  and  up  until  the  asylum  scene  is  reached  as 
a  climax;  then  the  play  falls  away  through  the  same  scenes  in 
reverse  order  until  once  more  we  have  the  Unknown  seated  on 
the  street  corner  writing  in  the  sand.  This  last  part  is  quite 
comparable  to  denouement,  only  here  it  is  a  scenic  denouement. 

This  polyphonic  form  would  be  rather  superficial  if  it  existed 
only  in  the  arrangement  of  the  scenes  in  three  or  four  of  Strind¬ 
berg’s  dramas.  But,  with  the  statement  of  Strindberg’s  preface 
to  Miss  Julia  in  mind,  we  may  study  the  dialogue  itself  for 
further  evidence  of  contrapuntal  form.  An  analysis  proves  that 
throughout  the  entire  drama,  especially  Part  I,  which  we  are  dis- 

103  Strindberg,  XXIX,  38.  104  See  above,  pp.  104-105. 

105  Strindberg,  XLIX  (an  historical  drama,  written  1908). 

106  Ibid,  (also  an  historical  drama  written  1908).  107  Ibid.,  p.  138. 
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cussing,  there  are  not  simply  ideas  coming  again  and  again  in 
new  dress  but  also  phrases  that  are  nearly  identical  in  form  as 
well  as  ideational  value.108  Very  early  in  the  play  109  the  Un¬ 
known  informs  the  Lady  that  he  has  no  more  sins  on  his  con¬ 
science  than  other  people  who  walk  about  the  streets  unmolested 
by  the  police,  except  for  one  sin:  “  I  didn’t  wish  to  be  life’s  fool.” 
It  is  woven  into  the  drama  once  more  when  he  says,  “  I  did  not 
want  to  be  life’s  dupe  110  and  again  with  the  addition,  “  and 
therefore  I  became  it!  ” 111  Even  in  the  third  part  of  To  Damascus 
the  idea  is  repeated  in  Father  Melcher’s  discussion  of  Kierke¬ 
gaard:  .  .  because  he  did  not  want  to  be  life’s  fool  he  wrote 

articles  under  different  pseudonyms,  representing  each  as  a  ‘  Sta¬ 
tion  on  the  Road  of  Life  ’  .  .  .  but  the  Lord  of  life  made  him  the 
fool  in  spite  of  all  his  precautions.”  112 

The  Unknown  also  asks  a  question  that  heightens  the  mystic 
atmosphere  of  the  play  and  likewise  provides  the  sensation  of 
something  coming  vividly  out  of  the  past.  When  the  Unknown 
first  meets  the  Doctor,  he  says,  “  Haven’t  we  met  before  —  in 
our  youth?  ”  113  The  same  question  is  also  put  to  the  Confessor 
in  the  asylum  scene.114  In  the  third  part  of  the  drama,  the  Un¬ 
known  asks  a  pilgrim  the  same  question  and  receives  the  enlight¬ 
ening  reply  that  the  latter  is  none  other  than  Caesar,  the  in¬ 
sane  man  of  Part  I.115  Likewise,  the  same  idea  is  employed  in 
the  first  conversation  between  the  Unknown  and  the  Mother, 
though  in  a  little  different  guise.  The  Unknown  says,  “  I  have 
seen  this  room  before,”  to  which  the  Mother  answers,  “  And  I 
have  seen  you  before.”  116  This  last  little  dialogue  is  not  only 

108  Some  critics  contend  that  Strindberg  was  carelessly  and  uninten¬ 
tionally  repetitious,  owing  to  hasty  work.  There  is  sufficient  evidence  to 
warrant  the  belief  that  the  dramatist  was  repetitious  for  the  contrapuntal 
effect. 

109  Strindberg,  XXIX,  10.  113  Ibid.,  p.  37. 

Ibid.,  p.  102.  Ibid.,  p.  92. 

in  Ibid.,  p.  135.  ns  Ibid.,  p.  293. 

ii2  Ibid.,  p.  357.  ns  Ibid.,  p.  71. 
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functional  in  the  contrapuntal  arrangement,  but  recalls  once 
more  Ausstrahlungen  des  Ichs  and  typification.  It  is  worth  a 
slight  digression  from  our  subject  to  note  that  this  room  is  a 
typical  one  because  the  setting  is  typical,  an  unpleasant  dialogue 
of  mother-in-law  and  son-in-law.  The  Unknown  has  seen  that 
room  before  because  he  has  experienced  the  same  kind  of  con¬ 
versation  before.  Moreover,  the  Mother  has  seen  the  Unknown 
before  because  the  latter  is  a  typical  man.  The  Mother’s  husband 
ran  away,  deserting  wife  and  children;  the  Unknown  has  done 
the  same.  Indeed,  though  experiences  seem  to  differ  one  from 
the  other,  they  are  after  all  variations  on  the  same  theme,  they 
are  only  repetitions,  and  the  type  experience  gathers  all  unto 
itself. 

Another  example  of  contrapuntal  arrangement  is  found  in  the 
Unknown’s  request:  “  Tell  a  little  about  yourself  now!  ”  He  says 
this  twice  to  the  Lady  in  the  first  scene  117  and  once  in  the  rose- 
room  scene.118  Each  time  also  the  idea  is  presented  as  a  sharp 
break  with  the  preceding  material.  Likewise,  the  significance  of 
the  Lady’s  fancy  work  is  built  up  by  frequent  repetition  of  the 
image  which  is  brought  to  mind  either  through  stage  directions, 
“  the  Lady  crochets,”  or  through  the  dialogue.119  “  The  Lady 
crochets  ”  becomes  a  constant  reminder  that  the  fates  are  busy 
making  patterns  of  the  lives  of  the  dramatis  personae.  Similarly, 
the  Unknown’s  writing  in  the  sand  has  the  effect  of  the  reiteration 
of  a  musical  theme,120  and  also  alludes  to  biblical  material.121  An 
idea  that  becomes  the  leitmotif  of  A  Dream  Play  122  is  given  once 
in  Part  I  of  To  Damascus,123  and  twice  in  Part  II,124  in  a  slightly 
modified  form. 

The  Unknown  also  talked  considerably  about  money  during  his 

117  Strindberg,  XXIX,  12,  14.  118  Ibid.,  p.  87. 

119  Ibid.,  pp.  12,  37,  45,  51,  52,  54,  59,  79,  93,  95,  121,  125. 

Ibid.,  pp.  16,  19,  20,  24,  133. 

121  John  8:6. 

122  “  Mankind  is  to  be  pitied.” 


123  Strindberg,  XXIX,  75. 

124  Ibid.,  pp.  158,  195. 
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delirium  in  the  asylum,125  a  subject  that  is  in  his  mind  throughout 
the  play.126  In  fact,  it  is  this  subject  of  money  that  has  given 
whatever  motivation  this  play  possesses.  The  Unknown’s  ca¬ 
pricious  behavior  in  refusing  to  call  for  a  letter  at  the  post-office 
led  to  his  financial  distress  and  consequently  to  the  major  portion 
of  his  troubles.  It  is  only  at  the  end  of  Part  I,  when  the  Unknown 
is  again  on  the  street  corner,  that  he  obtains  the  letter  and  learns 
that  money  has  been  awaiting  him  all  the  time.127 

Then  there  are  other  ideas  that  come  in  again  and  again  like 
harmonies  or  dissonances  sounded  before:  biblical  allusions,128 
conscience,129  hate,130  insanity,131  the  “  deliverer,”  132  suffering,133 
the  forsaken  wife.131  Music  as  sound  also  threads  its  way 
through  the  drama.135  We  should  likewise  note  that  the  idea  of 
suffering  becomes  stronger  and  stronger  throughout  the  second  136 
and  third  137  parts  of  the  drama. 

This  analysis  has  been  carried  out  still  further  in  the  prepara¬ 
tions  for  the  writing  of  this  book,  but  a  greater  mass  of  detail  is 
not  essential  to  establish  evidence.  In  this  same  way  one  could 
trace  the  references  to  and  appearances  of  the  Beggar,  the 
Doctor,  and  “  Caesar  ” ;  the  referential  and  concrete  manifesta- 

125  Ibid.,  p.  90. 

126  Ibid.,  pp.  18,  22,  45,  49,  53,  57,  62,  65,  67,  73,  74,  77,  80,  83,  90,  101,  103, 
113,  134. 

127  One  cannot  escape  the  suggestion  that  Part  I  is  a  day-dream  which 
the  Unknown  has  experienced  while  seated  on  the  bench  and  writing  in  the 
sand  with  his  cane. 

128  Strindberg,  XXIX,  23,  56,  68,  86,  87,  90,  93,  102,  103,  110,  113,  116, 
118,  119,  121,  128. 

129  Ibid.,  pp.  10,  23,  65,  72,  85,  96,  107,  113,  119,  132. 

130  Ibid.,  pp.  11,  13,  14,  33,  42,  82,  83,  99,  102,  103,  131. 

131  Ibid.,  pp.  15,  20,  28,  33,  40,  50,  89,  98,  123,  129,  130. 

332  Ibid.,  pp.  15,  21,  27,  30,  31,  37,  45,  52,  64,  93,  119,  124. 

133  Ibid.,  pp.  23,  55,  69,  108,  119,  121,  124,  131. 

134  Ibid.,  pp.  8,  26,  27,  60,  73,  93,  123,  131. 

333  Ibid.,  pp.  7,  9,  13,  22,  28,  31,  38,  45,  66,  93,  116,  133. 

738  Ibid.,  pp.  140,  157,  173,  176,  177,  206,  212,  214,  226,  227,  229. 

137  Ibid.,  pp.  240,  242,  265,  280,  281,  284,  290,  291,  292,  294,  295,  301,  308, 
310,  326,  347,  348,  362. 
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tions  of  the  “Powers”;  and  so  on,  almost  endlessly.  The  evi¬ 
dence  already  given,  however,  is  complete  enough  to  prove  con¬ 
clusively  that  Strindberg  has  fashioned  the  dialogue  in  the 
manner  suggested  in  the  preface  to  Miss  Julia.  What  he  failed  to 
accomplish  in  the  dialogue  of  Miss  Julia  138  he  developed  to  a 
considerable  extent  in  the  post-inferno  works.  Though  some 
repetition  may  be  due  to  accident  and  hasty  wrork,  there  is  much 
that  is  planned  and  arranged  contrapuntally. 

There  is  still  another  illustration  of  the  so-called  contrapuntal 
method.  The  asylum  scene  is  in  itself  the  most  remarkable  of 
all  the  examples.  It  contains  elements  of  practically  everything 
that  has  appeared  earlier  in  the  drama,  and  even  characters  only 
mentioned  in  the  dialogue  are  given  material  form.  The  brown- 
clad  funeral  assistants  are  there;  a  woman  in  mourning  with  two 
children  represents  the  Unknown’s  first  wife  and  children,  and 
also  declares  through  her  dress  that  the  Unknown  is  “  dead  ”  to 
her;  a  woman  who  looks  like  the  Lady,  but  is  not,  though  she  too 
is  crocheting;  a  man  who  looks  like  the  Doctor,  but  is  not;  a 
Caesar  likeness;  and  others  who  appear  like  various  relatives  of 
both  the  Unknown  and  the  Lady.  In  the  conversation  between 
the  Unknown  and  the  Abbess,  the  latter  says  that  the  former  was 
found  with  a  broken  cross  in  his  hand  threatening  someone  whom 
he  imagined  he  saw  in  the  clouds.  This  calls  back  to  the  readers 
the  Unknown’s  struggle  with  the  “  Powers  ”  in  the  scene  men¬ 
tioned  earlier  139  as  well  as  other  occasions  preceding  the  asylum 
scene.140  On  one  of  these  occasions  the  Unknown  cried  out,  “  I 
should  like  to  spit  Fate  in  the  face,”  141  which  is  rather  con¬ 
temptuous  of  the  Unseen  One  if  not  exactly  threatening  him. 
And  just  before  the  asylum  scene  the  Unknown  has  declared, 
“  I  have  heard  that  one  can  struggle  with  God,  and  not  without 

138  See  also  Lamm,  I,  320-321. 

139  See  above,  p.  140. 

i*o  Strindberg,  XXIX,  48,  51,  58-60,  65,  82-84,  87.  i«-  Ibid.,  p.  83. 
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some  success,  but  to  battle  with  Satan  —  not  even  Job  could  do 
that!  ” 142 

The  Abbess  also  tells  the  Unknown  that  he  was  constantly 
complaining  of  a  pain  in  the  hip  even  though  examinations  re¬ 
vealed  no  injury.143  A  later  conversation  between  the  Beggar 
and  the  Lady  gives  a  Mephistophelian  hue  to  the  hip  injury.144 
The  diabolical  character  had  already  been  given  to  the  Unknown 
in  his  own  statement  that  he  is  one  of  the  damned  145  as  well  as 
in  the  conversations  between  the  Mother  and  the  Old  Man.146 

The  entire  asylum  scene,  in  fact,  presents  a  picture  of  events 
of  the  past  now  gathered  up  and  fashioned  into  a  phantasmagoria. 
It  is  the  constant  cry  of  Strindberg’s  later  dramas,  “  Everything 
repeats  itself,”  that  is  both  heard  and  demonstrated  in  To 
Damascus.1*7  The  drama  is  gathered  up  in  the  eight  scenes  pre¬ 
ceding  the  asylum,  the  elements  are  all  combined  in  the  one  scene, 
and  then  the  drama  unfolds  itself  gradually  throughout  the  last 
eight  scenes.  It  is  the  so-called  contrapuntal  method  in  staging 
and  in  dialogue.  The  staging  is  given  in  single  counterpoint,  and 
the  dialogue  in  manifold  counterpoint. 

THE  DRAMATIC  UNITIES 

Expressionistic  drama  has  been  characterized  as  lacking  or 
ignoring  the  unities  in  time,  place  and  action.148  With  respect 
to  place  in  To  Damascus,  I,  we  find  nine  so-called  real  scenes, 
with  no  attempt  whatsoever  to  regard  unity  of  place  unless  the 
dream  framework  be  allowed  for  all  these  scenes.  The  element  of 
time  is  also  of  no  significance.  Scene  nine  is  apparently  three 
months  removed  from  scene  eight,149  but  the  whole  drama  is 
rather  indifferent  to  the  element  of  time.  The  contrapuntal  scene 
arrangement  makes  the  play  seem  relatively  long  as  one  struggles 

142  Ibid,.,  p.  87.  146  Ibid.,  pp.  69,  76. 

143  Ibid.,  p.  89.  14*  Ibid.,  pp.  86,  100,  107. 

144  Ibid.,  p.  117.  148  See  also  above,  note  21,  Part  I,  Chapter  VI. 

145  Ibid.,  p.  8.  149  Strindberg,  XXIX,  97. 
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from  scene  to  scene  in  company  with  the  Unknown.  Yet  when 
one  finally  returns  to  the  original  street  corner  one  has  the  feeling 
that  no  time  at  all  has  passed.  It  seems  as  though  the  Unknown 
has  been  sitting  day-dreaming,  as  though  the  whole  drama  were 
a  materialization  of  what  has  taken  place  in  the  Unknown’s  mind. 

There  is  no  unified  action  in  the  drama  unless  one  considers 
the  play  as  a  battle  between  the  Unknown  and  the  “  Powers.” 
The  drama  seems  to  gain  impetus  through  the  financial  distress 
of  the  Unknown,  occasioned  by  his  refusal  to  get  a  letter  from  the 
post-office.  The  “  Powers,”  of  course,  are  responsible  for  all  the 
difficulties.  Since  the  Unseen  One  and  the  “  Powers  ”  are  born 
of  the  Unknown’s  mind,  any  suggested  motivation  becomes 
flimsy  at  best. 

The  action  of  the  play  centers  around  the  struggle  between  the 
Unknown  and  the  Unseen  One.  The  Unknown  desires  to  grasp 
essential  reality  and  the  Unseen  One  demands  humility  and 
resignation.  At  one  time  the  Unknown  cries  out  that  the  devil 
is  opposing  him.  To  the  Lady’s  question,  “  But  why?  ”  he  an¬ 
swers  in  exasperation: 

The  Unknown.  Bang!  That’s  why!  Why  is  man  born  here  as  an 
ignorant  creature,  ignorant  of  laws,  customs,  conventions,  which 
one  breaks  out  of  ignorance  and  then  gets  beaten  for  it?  Why 
does  one  become  a  youth  with  noble  views  which  he  desires  to 
realize,  and  why  is  one  driven  into  all  sorts  of  wretchedness  which 
one  loathes?  Why?  Why? 150 

The  play  is  a  prolonged  why,  with  the  Unknown  constantly  ask¬ 
ing  questions  and  never  receiving  acceptable  answers.  Note,  for 
example,  the  concluding  sentences  in  the  second  kitchen  scene: 

The  Unknown.  Have  you  noticed  that  just  before  the  sun  rises  a 
shudder  runs  through  a  man.  Are  we  the  children  of  darkness  since 
we  tremble  so  in  the  light? 

The  Mother.  Do  you  never  grow  weary  of  asking? 

The  Unknown.  No,  never!  I  long  for  light,  you  see!  151 

151  Ibid.,  p.  111. 


150  Strindberg,  XXIX,  83. 
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Whether  or  not  essential  reality  is  precipitated  from  the  struggle 
in  To  Damascus  is  a  matter  of  individual  judgment.  The  logical 
interpretation  of  the  three  parts  of  To  Damascus  is  the  one  which 
a  preacher  proclaimed  when  he  cried  out  so  frequently,  “  Vanity 
of  vanities,  all  is  vanity,”  and  yet  persisted  in  teaching  and  in 
searching  for  truth.  “  ‘  Nach  Damaskus  ’  ist  ein  Selbstgesprach 
ad  infinitum;  ohne  Anfang  und  Ende;  ein  skizzierter  Erlosungs- 
versuch;  eine  Anregung.”  152 

To  Damascus  has  no  concern  for  the  so-called  dramatic  uni¬ 
ties,  for  these  are  replaced  by  the  contrapuntal  method  of  staging 
and  dialogue,  and  also  by  the  dream-frame  that  holds  the  entire 
play  together.  Strindberg  has  not  arbitrarily  broken  the  unities 
for  the  breaking’s  sake;  the  unities  are  not  functional  in  this 
type  of  drama  and  are  consequently  ignored.  The  drama  must 
be  judged  by  standards  other  than  those  already  established,  by 
its  contrapuntal  method  and  its  dream  character.  In  this  study, 
however,  we  are  not  judging  the  drama  aesthetically  but  analyz¬ 
ing  it  according  to  the  norms  of  expressionism.  The  validity  of 
the  contrapuntal  method  is  not  within  our  province. 

THE  WORTH  OF  MAN 

In  the  To  Damascus  trilogy  there  is  no  constant  cry  for  the 
worth  of  man,  but  there  is  a  resounding  echo  of  it  in  many  scenes. 
The  Unknown,  who  is  an  author,  has  continually  striven  to  free 
mankind  from  its  various  forms  of  slavery.  Whatsoever  his  suc¬ 
cess  has  been,  he  at  least  has  cried  out  for  the  good  and  the  beauti¬ 
ful  and  has  worked  for  the  well-being  of  men.  The  evidence  is  by 
no  means  overwhelming,  for  the  “  worth  of  man  ”  pervades  the 
drama  much  as  invisible  dust  sifts  through  the  atmosphere. 

The  evaluation  of  woman  is  given  more  clearly.  Woman  holds 
positions  as  mother,  as  sex  antithesis  to  man  and  as  the  one 
through  whom  he  may  be  reconciled  with  his  lot.  As  man’s  op- 
152  Diebold,  Anarchie  im  Drama,  p.  175. 
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posite  she  is  a  cunning  but  unintellectual  creature,  a  relative  of 
Laura  in  The  Father.  As  Mother,  woman  is  more  an  abstraction 
than  a  tangible  form,  as  the  Unknown  tells  the  Lady  early  in 
the  play. 

The  Unknown.  You  receive  an  excellent  character,  for  your  voice 
sounds  like  my  departed  Mother’s  — by  mother  I  mean  an  abstract 
concept  mother,  spoken  ‘  mother,’  for  my  Mother  never  caressed 
me  but  I  remember  that  she  beat  me.153 

We  are  reminded  throughout  the  play  that  the  Lady  has  a 
mission  in  the  Unknown’s  life;  through  her,  a  woman,  the  Un¬ 
known  is  to  be  reconciled  with  life.  Early  in  the  drama  the 
Unknown  declares  that  once  he  thought  reconciliation  was  nigh, 
“  but  no  illusion  was  greater  for  then  the  seventh  hell  began.”  154 
This  idea  of  reconciliation  through  woman  occurs  occasionally 
in  Part  1 155  and  also  in  Part  III,156  but  seems  to  be  entirely 
absent  from  Part  II.  One  might  go  even  further  and  say  that  the 
first  part  of  To  Damascus  holds  out  strongly  the  idea  that  man 
may  be  reconciled  to  his  fate  through  woman;  whereas  the  third 
part  of  the  play  shows  that  reconciliation  through  woman  is  im¬ 
possible,  for  the  Unseen  One  wills  otherwise.  Moreover,  though 
the  idea  of  reconciliation  may  be  fairly  strong  in  the  mind  of  the 
Unknown,  it  certainly  is  not  strong  enough  to  remould  the  woman. 
As  far  as  we  can  observe,  woman  as  reconciler  is  as  abstract  in 
To  Damascus  as  the  concept  of  “  mother.” 

PARTS  II  AND  III 

The  second  and  third  parts  of  To  Damascus  have  received 
very  incidental  discussion  in  the  preceding  material.  To  proceed 

153  Strindberg,  XXIX,  13. 

154  Ibid.,  p.  14. 

155  Ibid.,  pp.  14,  20  (in  the  symbol  of  the  flower),  p.  88  (in  the  symbols 
of  Eve  and  Mary,  mother  of  Jesus),  p.  97  (when  the  Unknown  leaves  the 
Asylum  and  goes  to  Woman  for  mercy). 

156  Ibid.,  pp.  279,  309,  314,  320. 
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with  the  same  type  of  analysis,  however,  would  only  mean  repe¬ 
tition  without  much  gain  for  this  particular  book.  Moreover,  it 
would  demand  a  single  volume  for  this  drama  alone.  The  last 
two  parts  of  the  trilogy  are  not  so  beautifully  constructed  as  the 
first  part,  but  they  show  nevertheless  the  same  general  charac¬ 
teristics  with  variations  in  details.  The  second  part  pitches  the 
sex  battle  a  little  higher,  and  also  exploits  Strindberg’s  researches 
in  alchemy.  Likewise,  the  battle  with  the  “  Powers  ”  is  carried 
on  with  renewed  zest.  In  the  third  part  the  Unknown  has  become 
weary  and  longs  for  repose  at  any  cost.  It  is  curiously  enough 
filled  with  at  least  one  antithesis  which  the  author  undoubtedly 
did  not  consciously  develop.  The  element  of  hate  seems  to  become 
stronger  at  the  same  time  that  biblical  allusions  appear  more  fre¬ 
quently.  One  is  tempted  to  go  back  to  The  Father  and  quote  the 
Captain’s  speech  to  the  nurse  apropos  of  her  religious  zeal:  “  It  is 
certainly  remarkable  that  as  soon  as  you  begin  to  talk  about  God 
and  love,  your  voice  becomes  hard  and  your  eyes  so  full  of 
hate.”  157  But  the  Unknown  has  a  cosmic  weariness  in  his  soul, 
and  religion  is  for  him  little  more  than  a  mechanical  device  to  give 
relaxation. 

Parts  II  and  III  of  To  Damascus  are  so  similar  to  Part  I  that 
they  may  be  placed  in  the  expressionistic  category  without 
further  discussion. 

“  THE  GREAT  HIGHWAY  ” 

The  last  drama  that  Strindberg  published  is  The  Great  High¬ 
way,158  though  Lamm  is  not  without  evidence  that  points  to  an 
earlier  date  of  composition.159  This  play  comes  to  us  as  a  fourth 
part  of  To  Damascus  both  by  the  nature  of  its  form  and  its  con¬ 
tent.  The  main  character,  the  Hunter,  speaks  for  Strindberg ;  and, 
as  the  Unknown  in  To  Damascus,  the  Hunter  speaks  almost 
endlessly. 

157  Ibid.,  XXIII,  34.  158  Published  in  1909.  159  Lamm,  II,  429. 
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“  Strindberg  calls  his  literary  epilogue  The  Great  Highway, 
‘  A  Wander-drama  with  Seven  Stations.’  This  subtitle  at  once 
reminds  us  of  the  To  Damascus  series,  and  The  Great  Highway 
is  essentially  the  last  part.  As  in  the  trilogy  Strindberg  has  here 
scorned  every  form  of  disguise.  In  the  character  of  the  Hunter 
he  appears  as  both  plaintiff  and  defendant  in  his  own  case.  The 
Great  Highway  is  also  a  monologue  drama  in  which  the  remain¬ 
ing  characters  are  simply  shadows  without  individual  existence, 
now  doubles  of  the  hero  and  now  his  opposites.  The  dialogue  is 
simply  an  echo  of  the  Hunter’s  monologues  which  from  time  to 
time  are  broken  and  filled  in  by  the  conversation  of  others.  It  is 
a  drama  without  conflicts  and  without  suspense;  and  the  only 
action  that  holds  the  play  together  is  the  Hunter’s  descent  from 
the  Alpine  regions  on  the  dusty  path  of  life  and  his  subsequent 
resolution  to  mount  again,  to  seek  once  more  the  mountains  and 
solitude.  This  action  is  simply  a  repetition  of  the  Indra-motif 
in  A  Dream  Play.  With  almost  a  monomaniacal  one-sidedness 
this  action  circles  around  the  one  question:  Strindberg’s  relations 
to  his  fellow  men  and  to  his  ego.”  160 

With  our  study  of  To  Damascus  and  this  paragraph  from 
Lamm,  we  may  safely  assign  The  Great  Highway  to  Strindberg’s 
expressionistic  dramas.  No  one  can  read  the  play  without  com¬ 
ing  immediately  to  such  a  conclusion. 

160  Lamm,  II,  428.  See  also  Lamm,  II,  366;  and  Marcus,  Strindbergs 
Dramatik,  pp.  428-435. 
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BETWEEN  “  TO  DAMASCUS,”  I,  II,  AND 
“  A  DREAM  PLAY  ” 

£^F  ALL  the  plays  written  between  To  Damascus,  I,  II,1  and 
A  Dream  Play  2  there  are  only  six  that  merit  our  attention:  to 
wit,  Advent,  There  are  Crimes  and  Crimes,  Easter,  Midsummer , 
Swanwhite  and  The  Bridal  Crown.3  None  of  these  plays  is  de¬ 
cidedly  outstanding  in  expressionistic  characteristics  and  yet 
each  one  demands  some  attention. 

“  ADVENT  ” 

“  Advent,”  4  described  as  “  ein  Mysterium,”  draws  from  Ander¬ 
sen,  Maeterlinck,  Swedenborg  and  Dickens  as  well  as  from  Strind¬ 
berg’s  own  experiences.5  It  is  in  some  respects  a  fairy  play,  in 
others  a  “  Mysterium,”  and  in  many  ways  an  expressionistic 
drama.  The  autobiographical  element  carries  back  to  Strind¬ 
berg’s  second  marriage,  especially  to  his  parents-in-law  of  that 
period.  The  Judge  and  his  Wife  are  moulded  on  these  parents- 
in-law;  Amalia,  on  Frieda  Uhl;  and  Adolf,  on  the  dramatist  him¬ 
self.  That  they  are  distortions  of  their  originals  is  a  condition  of 
the  Strindbergian  method,  as  well  as  that  of  expressionism,  and 
not  a  result  of  pure  malevolence. 

The  characters  are  of  the  type  one  finds  in  expressionistic 
drama:  The  Judge,  his  Wife,  Amalia,  Adolf,  the  Neighbor,  the 
Other  One  (also  appears  as  the  Franciscan  Monk)  and  the  like. 
Here,  however,  the  types  are  not  simply  man  and  woman  in  op- 

1  Written  1897-98.  2  Written  1901-2. 

3  For  a  study  of  The  Dance  oj  Death,  see  Part  II,  Chapter  II. 

4  Written  1898.  5  Lamm,  II,  76-88. 
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position  to  each  other  alone,  but  also  far  more  significantly  in 
opposition  to  the  “  Powers.”  There  is,  furthermore,  no  one  in¬ 
dividual  through  whose  ego  the  entire  drama  flows,  except  the  ego 
of  the  dramatist  apart  from  Adolf,  his  projected  shadow. 

There  are,  however,  manifestations  of  Ausstrahlungen  des  Ichs 
in  the  drama.  There  is  a  procession  of  shadows  that  passes  before 
the  Judge  and  his  Wife  and  brings  forth  the  following  comment 
from  the  Wife:  “  Are  they  shadows  or  ghosts,  or  our  own  sick 
dreams?  ” 6  Strindberg  does  not  tell  us  clearly,  but  his  method 
in  To  Damascus  allows  us  to  draw  some  conclusions  here.  The 
characters  that  appear  in  the  procession  can  come  only  from  the 
troubled  conscience  7  of  the  Judge:  Death,  whom  the  Judge  is 
facing;  the  White  Lady,  the  first  wife  of  the  Judge;  the  Goldsmith 
with  the  counterfeit  monstrance;  the  Beheaded  Sailor,  carrying 
his  head  in  one  hand;  and  so  on,  to  the  Magistrate  with  a  rope 
around  his  neck,  a  character  otherwise  described  like  the  Judge 
himself.  Later,  to  the  question  of  the  Wife,  “  But  what  is  this? 
Mist  from  the  earth,  or  shadows  from  the  trees?  ”  the  Judge 
answers,  “  No,  it  is  we  who  see  visions.  There  I  am  going  and 
yet  I  stand  here!  ”8  And  the  Judge  adds  that  if  he  could  only 
get  a  night’s  sleep  he  would  be  able  to  laugh  at  the  whole  thing. 

The  scene  that  begins  at  the  crossroads  in  the  spruce  forest 
and  changes  into  the  “  Waiting  Room  ”  is  likewise  one  that  can 
only  be  projected  from  the  mind.9  In  this  scene,  however,  Strind¬ 
berg  has  made  use  of  a  mechanical  device,  a  witch  who  blows  on 
a  whistle  and  transforms  the  scene  before  the  eyes  of  the  spec¬ 
tators.  The  characters  in  this  scene  remind  one  of  those  in  the 
procession;  but  this  time  they  come  from  the  mind  of  the  Wife, 
for  she  alone  appears  among  the  shadow  characters,  the  Judge 

6  Strindberg,  XXX,  33. 

7  Note  that  conscience  is  an  element  in  the  contrapuntal  arrangement: 
Strindberg,  XXX,  8,  10,  15,  43,  48,  65,  83,  84. 

8  Ibid.,  p.  34. 

9  Ibid.,  pp.  68-82. 
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not  being  present.  The  Master  of  Ceremonies  is  none  other  than 
the  Franciscan  Monk,  also  known  as  the  Other  One,  and  clearly 
the  Devil  himself.  The  vision  is  a  scenic  comment  on  the  vanity 
of  the  Wife,  her  belief  that  she  has  eternal  youth.10  The  musicians 
at  this  “  ball  ”  tune  and  play  their  instruments,  but  not  a  sound 
is  heard.  The  guests  are  cripples,  beggars  and  night-hawks 
wearing  black  gloves.  The  seven  deadly  sins  are  also  present  and 
cluster  around  the  throne.  The  dancing  partner  for  the  Wife  is  a 
hunchbacked  prince  who  later  proves  to  be  the  former’s  dead 
brother.11  All  these  shadow  characters  reveal  the  sins  of  the 
Wife.  She,  however,  shows  no  remorse  whatsoever  and  becomes 
so  vicious  in  her  speech  that  the  Master  of  Ceremonies  finally 
brings  the  scene  to  an  end  with  “Down,  damned  bitch!”12 
Once  more  the  scene  changes  without  a  lowering  of  the  curtain. 

The  “  Waiting  Room  ”  scene  occurs  once  more  in  the  fifth  act, 
this  time  with  the  Judge  present  as  well  as  his  wife.  The  Witch 
gives  each  a  stereoscope,  in  which  the  past  life  of  each  is  revealed. 
Thus  the  Judge  and  his  Wife  see  in  diminutive  form  what  the 
spectators  have  already  seen  on  the  stage,  the  sins  of  the  pair. 

In  the  fourth  act  the  scene  of  the  Judge  and  the  Ghost  is  clearly 
one  of  Ausstrahlungen  des  Ichs.  The  Ghost  is  given  the  same 
description  as  the  Judge,  except  that  his  eyes  appear  like  those 
of  a  plaster  of  Paris  statue.  There  is,  furthermore,  no  other 
character  in  the  scene  besides  these  two.  It  is  obviously  expres- 
sionistic  monologue:  a  character  is  engaged  in  conversation  with 
a  shadow  of  his  “  self.” 

The  play  also  employs  elements  like  pantomime,13  and  makes 
repeated  use  of  biblical  allusions.14  Likewise,  there  are  symbols 

10  Ibid.,  pp.  9,  25,  64. 

11  Ibid.,  p.  79. 

12  Ibid.,  p.  81  (“Couche!  fordomda  hynda!  ”). 

13  Ibid.,  pp.  31,  32,  66,  70,  81,  82,  106  (all  of  short  duration). 

14  Ibid.,  pp.  8,  11,  17,  18,  37,  51,  57,  58,  63,  68,  94,  99,  107  (Latin  nativity 
song) . 
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like  the  “  sun  cat,”  15  and  the  silverware  that  cannot  be  cleaned.16 
The  appearance  of  the  supernatural  is  quite  concrete  in  Advent 
and  also  brings  us  into  direct  contact  with  To  Damascus.  In  the 
latter  play  17  the  Unknown  and  the  Lady  thought  that  they  could 
hear  the  gavel  fall  and  the  chairs  pushed  away  from  the  table, 
and  the  supernatural  was  allowed  to  remain  more  or  less  in  the 
minds  of  the  stage  characters.  In  Advent,  however,  the  inanimate 
things  actually  take  part.  At  the  opening  of  the  scene  between 
the  Judge  and  the  Ghost  a  bell  actually  strikes  of  its  own  accord, 
the  gavel  falls  likewise,  chairs  are  pushed  at  the  same  time 
toward  the  table  and  candles  are  lighted.  A  little  later  the  bell  on 
the  table  rings  again  and  one  chair  is  pushed  away  from  the  table; 
and,  when  judgment  is  finally  pronounced,  the  gavel  strikes  and 
the  chairs  are  pushed  away  from  the  table.18  Throughout  the 
entire  play  we  note  that  the  elements  of  the  supernatural  leave 
a  wider  trace  of  their  passage  than  in  To  Damascus,  for  they 
gain  existence  not  only  through  the  dialogue  but  also  through  the 
movements  of  inanimate  objects.  In  other  words,  the  super¬ 
natural  becomes  mechanized  and  thus  gives  the  drama  an  aspect 
that  is  somewhat  similar  to  a  modern  mystery  play. 

Besides  being  a  distorted  medley  of  Andersen,  Maeterlinck, 
Swedenborg,  Dickens,  a  nineteenth  century  criminal  proceedings 
and  Strindbergian  autobiography,  this  play  also  possesses  dis¬ 
tortion  within  itself.  The  procession  scene  and  the  ghost  scene 
and  the  “  Waiting  Room  ”  scene  are  clearly  distortions  of  ob¬ 
served  reality.  In  the  second  “  Waiting  Room  ”  scene  the  Judge 
and  his  Wife  see  their  lives  in  the  stereoscope  and  see  them  dis¬ 
torted;  even  the  fairest  of  memories  seem  to  have  become  foul. 
Then  the  Judge  and  his  Wife  give  further  expression  to  their 
distortion  of  soul  by  comments  on  love.  The  Judge  has  been 

is  Strindberg,  XXX,  19,  21,  23,  44,  50,  51,  52,  63. 

16  Ibid.,  pp.  36,  39^40,  90. 

Ibid.,  XXIX,  30,  53. 

is  Ibid.,  XXX,  82-85. 
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endeavoring  to  find  some  light,  some  memory  of  joy  in  his  past 
life.  Eventually  he  fastens  on  the  word  “  love.” 

Judge.  .  .  .  Love!  What  was  it! 

Wife.  .  .  .  What  was  it?  Two  cats  on  a  backhouse  roof! 

Judge  ( foolishly ).  Yes,  that’s  what  it  was!  And  three  dogs  on  the  edge 
of  the  sidewalk!  How  sweet  it  is  to  remember  that! 

Wife  ( presses  his  hand).  So  sweet!  19 

Here  is  distortion  with  a  vengeance,  especially  when  one  remem¬ 
bers  that  of  all  animals  Strindberg  hated  dogs  as  the  most  filthy 
manifestation  of  life.20 

One  could  go  further  in  the  analysis  of  this  play,  but  the 
gain  would  be  slight.  Lamm  declares  that  this  drama  is  in 
many  respects  a  forerunner  of  A  Dream  Play  and  The  Ghost 
Sonata.21  At  the  same  time,  Lamm  states  that  Advent  well 
illustrates  how  little  Strindberg  was  dependent  on  foreign 
movements  in  symbolism  and  expressionism,  though  these  move¬ 
ments  later  pointed  to  Strindberg  as  a  forefather.  From  the 
tone  of  the  paragraph  one  gathers  that  Lamm  means  to  imply 
further  that  Advent  is  quite  unrelated  to  expressionistic  drama. 
As  if  to  clinch  the  argument,  the  Swedish  professor  points  out 
that  Strindberg  built  up  this  play  on  his  own  experiences  of  the 
Inferno  period,  and  that  he  also  used  his  old  saga-play  technique. 
Lamm  is  apparently  eager  to  give  Strindberg  full  credit  for  his 
“  intuitive  sense  for  color  and  form  ”  and  his  “  daring,”  and  a 
mixture  of  credit  and  reproach  for  Strindberg’s  “  childishness.” 
In  spite  of  his  implications  that  Advent  is  by  no  means  an  ex¬ 
pressionistic  drama,  Lamm  offers  no  evidence  to  support  the 
tonal  character  of  his  paragraph.22  That  Strindberg  had  nothing 
to  do  with  the  movements  of  his  own  day  is  assuredly  no  proof 

19  Ibid.,  pp.  101-102. 

20  For  examples  see  Gotiska  rummen,  Strindberg,  XL,  35  et  alibi  regard¬ 
ing  “  Fylax,”  the  “  skvattmaskin  Ensam,  Strindberg,  XXXVIII,  137 
et  alibi. 

21  Lamm,  II,  88. 


22  See  also  above,  p.  94. 
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that  he  did  not  father  a  movement  of  a  later  day.  Furthermore, 
the  relation  of  Advent  to  A  Dream  Play,  The  Ghost  Sonata  and 
To  Damascus,  and  its  basis  in  Strindberg’s  own  experiences 
should  be  enough  to  startle  the  unbeliever  into  suspecting  that 
expressionistic  elements  may  actually  be  found  in  the  play. 
Moreover,  Lamm’s  declaration  that  Strindberg  made  “  note¬ 
worthy  attempts  in  modern  expressionism  ”  in  A  Dream  Play  and 
in  the  Chamber  Plays  23  should  have  led  him  to  suspect  that 
other  plays  of  the  post-inferno  period  also  contain  elements  of 
expressionism. 

Advent  is,  indeed,  a  mixture  of  fairy  lore  and  expressionism. 
The  evidence  given  above,  howrever,  indicates  the  necessity  of 
including  this  play  within  the  limits  of  Strindberg’s  expression¬ 
istic  dramas.  We  need  not  insist,  indeed  should  not,  that  Advent 
is  thoroughgoing  expressionism,  but  we  must  grant  that  it  con¬ 
tains  very  pronounced  elements  of  expressionism. 

“  THERE  ARE  CRIMES  AND  CRIMES  ” 

From  the  standpoint  of  Diebold  24  the  play  There  are  Crimes 
and  Crimes  25  is  a  counter  gesture  to  To  Damascus ;  it  is  a  wave  of 
the  hand  and  the  author’s  laugh.  “Strindberg  lachelt!  und  er 
lasst  Mutter  Catherine  laut  und  herzhaft  in  ihr  Taschentuch 
lachen.  Das  soil  ihm  hoch  angerechnet  werden,  dass  er  das  ‘  Crux, 
ave  spes  unica  ’  hier  mit  der  gebiihrenden  Rucksicht  auf  seine 
eigene  Konstitution  behandelte  und  wahr  blieb.  Denn  die  Komo- 
die  ‘Rausch’  —  das  ist  der  letzte  Trumpf  des  ‘  Unbekannten 
das  ist  der  wahre  Schluss  von  ‘  Nach  Damaskus.’  Was  Resigna¬ 
tion  und  Monchseinmauerung!  Welch  Schauspiel  fiir  den  Thea- 
traliker!  Aber,  ach,  ein  Schauspiel  nur!  .  .  .  Also  um  acht  Uhr 
ins  Theater  —  um  neun  Uhr  in  die  Kirche.”  If  this  play  is  a 
gesture  then  there  is  the  possibility  that  a  great  deal  in  Strind- 


23  Lamm,  I,  25. 

24  Diebold,  Anarchie  im  Drama,  178. 


25  Written  1898-99. 
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berg’s  life  and  works  must  be  interpreted  as  artistic  pose,  and  a 
number  of  the  works  must  be  termed  caricature.  Then  To 
Damascus  is  also  caricature,  and  so  is  the  oaken  cross  on  the 
dramatist’s  grave;  still  more  so,  the  inscription  on  the  cross,  “  0 
Crux,  ave  spes  unica.” 

Investigation  may  some  day  reveal  that  There  are  Crimes  and 
Crimes  is  a  hearty  laugh,  that  To  Damascus  is  a  caricature,  and 
that  Strindberg’s  grave  is  his  last  good  joke,  but  for  the  present 
Diebold  has  given  us  only  an  opinion  and  not  a  critical  judgment 
based  on  sound  evidence.  The  following  letter  would  give  Die¬ 
bold  a  little  support,  but  very  little.  Strindberg  himself  writes 
of  the  play  to  his  German  translator,  Schering:  26 

Also  “  Rausch  ”  in  Berlin!  Nun  aber  mochte  ich  als  Dichter  bitten,  dass 
man  einmal  auf  mich  hort,  denn  ich  weiss,  welchen  Gefahren  das  Stuck 
ausgesetzt  ist. 

Die  grosste,  an  der  wir  schon  gescheitert  sind,  ist  das  Predigen,  das 
Moralisieren,  trotzdem  das  Drama  durchaus  befreien  will. 

1.  Henriette  soil  seelisch  verfiihren;  der  Vampyr,  der  Seelen  trinkt;  und 
braucht  keinen  Korper  zu  haben.  (Aspasia  ist  korperlos!)  Sie  weiss  nicht, 
was  gut  und  bose  ist :  “  alles  ist  erlaubt.”  Da  sie  aber  nicht  berechnet,  dass 
Handlungen  Folgen  haben,  so  ist  sie  erstaunt  und  wiitet  zuerst,  dann  ent- 
deckt  sie,  dass  nicht  alles  erlaubt  ist  —  macht  die  Entdeckung  aber  mit  einer 
flotten  Resignation,  ohne  Reue,  aber  mit  einer  gewissen  Wehmut!  Uebri- 
gens  ist  die  Rolle  ja  griindlich  gezeichnet;  und  die  Schauspielerin  muss 
genau  wissen,  was  die  anderen  von  ihr  sagen,  wenn  sie  draussen  ist. 

2.  Maurice  ist  klar,  in  der  Rolle. 

3.  Frau  Catherine  ist  gutmiitig,  nachsichtig;  lachelt  iiber  die  Schwiichen, 
und,  wohlgemerkt,  straft  nie! 

4.  Der  Abbe  ist  am  gefiihrlichsten.  Er  muss  —  genau  wie  Frau  Catherine 
sein  — jedoch  ohne  lappisch  zu  werden!  Mit  Humor  also  und  Laune. 
Besonders  in  der  letzten  Szenen  schelmisch,  nachsichtig;  kindlich  erstaunt 
iiber  die  ausserordentliche  Freiheit  von  Vorurteilen,  die  sich  hier  gezeigt 
hat!  — “  Schrecklich  ist  es  jedenfalls.  .  .  .”  (Geliibde  zu  brechen!) 

Und  dann :  eine  Zeichnung  aus  dem  Alltagsleben,  ohne  “  Riiubergebar- 
den!  ”  Schwedisch:  das  heisst,  eine  leichte  Skepsis  hinter  allem!  Nicht 
norwegisch!  Denn  der  Norweger  kann  nicht  laeheln!  Er  ist  hart, 
unversohnlich. 

Schliesslich :  nicht  Abgrunde  andeuten,  die  nicht  vorhanden  sind;  noch 
Tiefsinnigkeiten,  an  die  ich  nie  gedacht  habe !  Also  nicht  Ibsen ! 

10  September  1902. 


26  Strindberg,  Werke,  Abt.  8,  Bd.  Ill,  80. 
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Strindberg’s  description  of  Henriette  offers  us  a  character  that 
might  well  fit  into  expressionistic  drama,  but  scarcely  into  a 
drama  of  laughing  gesture.  At  the  same  time  even  Strindberg 
warns  us  not  to  see  too  much  in  the  play.  In  spite  of  the  fact 
that  we  have  a  creature  who  seduces  spiritually,  one  who  is 
without  body,  one  who  is  as  unmoral  as  the  Lady  in  To 
Damascus,  we  are  requested  not  to  make  this  drama  heavy  with 
meaning.  We  must  therefore  lay  bare  whatsoever  expressionistic 
elements  can  reasonably  be  ascribed  to  this  play  without  pushing 
anything  to  extremes. 

Certainly  the  autobiographical  element  plays  its  constant 
part.27  Strindberg,  like  Maurice,  had  just  enjoyed  a  Parisian 
success  with  a  play,  The  Father.  He  had  also  had  a  fleeting 
affair  with  an  English  sculptress  (Henriette  in  the  play)  whom  he 
had  met  at  Madam  Charlotte’s  cremerie  (Madame  Catherine  in 
the  play).  Moreover,  Strindberg’s  sketch  In  the  Cemetery 28 
gave  him  a  living  model  for  Jeanne.  The  death  of  Marie  like¬ 
wise  has  its  counterpart  in  Strindberg’s  own  life.  He  had  tried, 
through  the  effects  of  suggestion  on  a  photograph,  to  give  his  own 
daughter  a  mild  illness!  Even  one  of  his  companions  in  Berlin, 
the  Polish  author  Stanislaus  Przybyzewski,  hovers  in  the  shadow 
land  of  this  drama.  All  the  elements  in  the  play  have  their  basis 
in  actual  experience,  but  none  of  them  is  identifiable  completely 
with  the  objective  experience.  Strindberg,  as  usual  in  his  post- 
Inferno  works,  reshapes  the  material  until  an  art-form  emerges 
out  of  his  experiences.  Were  this  element  of  distortion  closely 
applied,  it  would  probably  cover  everything  that  Strindberg 
wrote,  and  much  that  countless  non-expressionistic  writers  have 
contributed  to  literature.  Yet  the  play  There  are  Crimes  and 
Crimes  is  conditioned  enough  by  Ausstrahlungen  des  Ichs  that  we 
may  include  the  autobiographical  data  as  an  evidence  of  ex¬ 
pressionism. 

27  Lamm,  II,  90-93  .  28  Written  1896.  See  XXVII,  pp.  659-672. 
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There  is  also  the  supernatural  aspect  of  the  play.  In  a  letter 
of  February  24,  1899, 29  Strindberg  says  that  it  is  wiser  to  let  the 
work  stand  for  what  it  is,  “  an  event  which  is  not  the  work  of 
man.”  30  Then,  in  a  letter  of  March  22,  1899, 31  the  author  de¬ 
clares  that  “  the  last  act  is  Swedenborgian  with  hell  already  on 
earth,  and  the  hero,  the  intrigue-maker  in  the  play  is  the  Unseen 
One.  .  .  Such  material  would  furnish  excellent  evidence,  if 
we  could  feel  that  the  play  justifies  the  statements  in  the  letters. 
The  play,  however,  does  not  measure  up  to  the  promise  of  the 
letters. 

The  contrapuntal  form  of  dialogue  is  built  into  the  drama  to 
some  extent:  conscience,32  hate,33  jealousy34  and  suffering.35 
This  gives  us  more  evidence,  but  evidence  that  is  only  tempting 
and  not  compelling.  There  are  Crimes  and  Crimes  is  only  on  the 
border-line  of  expressionism. 

“  EASTER  ” 

Lamm  declares  that  of  all  Strindberg’s  plays  Easter 36  is  the 
most  difficult  to  analyze.37  Certainly,  if  one  should  attempt  to 
assign  the  play  to  the  category  of  fairy  plays  one  would  feel 
dissatisfied.  In  this  drama,  as  in  To  Damascus,  the  supernatural 
is  felt  and  not  manifested  in  the  play  of  inanimate  objects  as  in 
Advent.  The  drama  is  clearly  not  of  the  fairy  play  type,  not  a 
“  Mysterium  ”  and  not  romantic  drama.  By  analysis  we  shall 
point  out  that  it  tends  strongly  toward  expressionism. 

The  autobiographical  element  is  clear  if  we  are  able  to  go  with 
Lamm  behind  the  scenes.38  While  the  play  in  itself  indicates  no 

29  Strindberg,  XXX,  226. 

80  Ibid.,  pp.  169,  173,  179,  191  (repeated  by  the  Abbe). 

Ibid.,  p.  227. 

82  Ibid.,  pp.  142,  143,  148,  163,  181,  183,  201,  206,  207. 

88  Ibid.,  pp.  145,  160,  183,  205,  206,  212.  88  Written  1900. 

84  Ibid.,  pp.  117,  123,  129,  144,  145,  158.  ^  Lamm,  II,  204. 

85  Ibid.,  pp.  118,  131,  132,  149,  153,  158,  193,  220  88  Ibid.,  pp.  204-222. 
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particular  locality  for  its  setting,  Lamm  proves  without  a  doubt 
that  the  setting  is  the  city  of  Lund.  Likewise,  Elis’  reactions  to 
his  environment  are  practically  identical  with  Strindberg’s  to 
Lund  during  at  least  one  visit.  Eleonora  may  be  identified  with 
one  of  Strindberg’s  sisters  who  was  committed  to  the  asylum  at 
Upsala.  After  the  death  of  this  sister  in  1904  Strindberg  sent 
her  picture  to  Harriet  Bosse  with  this  message:  “  I  simply  want 
to  show  you  the  ‘  Easter-girl  ’  who  suffered  for  others.  .  .  .”  In 
a  letter  written  to  Harriet  Bosse  three  years  earlier  Strindberg 
makes  almost  the  same  statement  that  he  does  to  Bergh 
in  a  letter  written  the  20th  of  January,  1901.  Eleonora  is  “  a 
girl  somewhat  related  to  Swedenborg’s  niece  Seraphita,  gloriously 
depicted  by  Balzac.”  Eleonora  is  thus  possibly  a  composite 
picture  formed  in  part  from  Strindberg’s  actual  experiences  with 
his  sister  and  also  from  his  book  experiences  with  Seraphita.  The 
leading  male  character  Elis  is,  of  course,  very  much  like  Strind¬ 
berg. 

The  play  exemplifies  Ausstrahlungen  des  Ichs  in  its  dream 
character.  Kristina  remarks  that  at  times  she  has  gone  about 
as  though  in  a  dream.39  Eleonora  also  announces  that  she  has 
been  with  her  father  who  is  in  prison,  and  with  her  sister  in 
America;  writh  them  in  her  sleep.40  We  have,  moreover,  the 
characteristic  of  dream  stressed  by  the  frequent  occurrence  of 
the  expression,  “  Everything  repeats  itself.”  41 

Eleonora  attracts  our  attention  more  than  the  other  characters. 
She  would  undoubtedly  be  declared  insane  by  alienists.  While 
there  is  nothing  in  her  action  that  need  be  judged  harshly,  it  is 
nevertheless  clear  that  she  is  either  “  beyond  good  and  evil  ”  or 
else  lacking  in  concepts  of  both.  Furthermore,  as  stated  above, 
she  is  with  her  father  and  her  sister  while  she  is  asleep,  and  she 
seems  to  have  faith  in  her  dream  knowledge  that  her  sister  has 

39  Strindberg,  XXXIII,  47.  41  Ibid.,  pp.  70,  77,  115,  116,  119,  124. 

40  Ibid.,  p.  100. 
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sold  a  large  quantity  of  goods  in  her  shop.  She  also  can  sense 
when  prison  authorities  are  cruel  to  her  father.42  Still  more 
pertinent  is  one  of  her  speeches  in  a  dialogue  with  Benjamin. 

Eleonora.  For  me  time  and  space  do  not  exist.  I  am  everywhere  and 
whenever  I  please !  I  am  in  my  father’s  prison  and  in  my  brother’s 
schoolroom;  I  am  in  my  mother’s  kitchen  and  my  sister’s  shop  in 
far  away  America.  When  things  go  well  for  my  sister  so  that  she 
makes  good  sales,  then  I  can  feel  her  joy;  and  when  things  are  bad 
for  her  I  suffer,  but  I  suffer  most  when  she  does  not  do  right. 
Benjamin,  you  are  called  Benjamin  because  you  are  the  youngest 
of  my  friends  .  .  .  yes,  everyone  is  my  friend.  ...  If  you  will 
take  me  into  your  confidence  I  shall  suffer  for  you  also.43 

Eleonora  remarks  further,  apropos  of  time,  that  the  clock  in  the 
house  always  went  fast  when  misfortune  was  at  hand  but  went 
slow  when  the  house  enjoyed  good  days.44  Likewise  at  the  end 
of  the  play  Eleonora  tears  off  the  calendar  sheets  in  order  to 
hasten  the  passing  of  time.45  For  this  girl,  time  and  space  do  not 
exist  and  cannot  exist.  She  is  a  creature  of  another  plane. 
Eleonora  would  be  very  close  to  “  reine  Seele,”  an  ttr-creature 
idealized,  were  it  not  for  the  faot  that  she  is  too  often  the  mouth¬ 
piece  for  Strindberg’s  post-inferno  theology.  Had  Strindberg 
allowed  her  to  be  free  from  religious  as  well  as  social  convention 
he  would  have  created  a  more  perfect  expressionistic  character. 

The  Picardian  idea  of  the  struggle  of  opposites  is  not  functional 
in  this  drama.  There  are  no  two  forces  of  polaric  value  in  strug¬ 
gle,  although  the  Unseen  One  has  his  hand  in  the  drama.  On  the 
other  hand,  we  have  a  somewhat  passive  function  of  antitheses 
in  Easter,  a  verbal  recognition  of  opposites  in  constant  play. 
Eleonora  who  is  so  unhappy  can  make  others  joyous;46  mis¬ 
fortune  soon  treads  upon  fortune;47  “Today  the  rod,  and  to- 

42  Ibid.,  p.  63. 

43  Ibid.,  pp.  61-62. 

44  Ibid.,  p.  95. 

45  Ibid.,  p.  127  (in  A  Dream  Play  there  is  a  variation  of  the  device  to 
hasten  the  passing  of  time;  XXXVI,  238). 

46  Ibid.,  p.  73. 


47  Ibid.,  p.  75. 
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morrow  the  Easter-egg!  Today  snow  and  tomorrow  thaw! 
Today  death  and  tomorrow  the  resurrection!”;48  “Elis  and 
Kristina  .  .  .  like  each  other  and  yet  hate  each  other  ” ; 49 
Eleonora,  judged  mentally  unbalanced,  is  nevertheless  wise;50 
good  is  rewarded  with  evil ; 51  for  the  happiness  of  some  another 
must  suffer  torment.52  These  opposites  do  not  reign  as  elements 
of  conflict  in  the  play,  but  are  dropped  in  like  philosophical  com¬ 
ments  that  are  precipitated  from  the  conflicts. 

With  respect  to  the  dramatic  unities  time  and  place  are  well 
maintained.  Action,  however,  is  rather  muddled.  The  shadow 
of  Lindkvist  the  creditor  hovers  over  the  first  part  of  the  drama 
and  becomes  a  flesh  and  blood  bogy  at  the  end  of  the  play. 
Eleonora  purchases  an  Easter  lily  in  a  most  unusual  manner 
with  the  result  that  the  family  momentarily  expects  the  police 
or  the  attendants  of  the  asylum  to  come  for  the  girl.  Benjamin 
fails  in  his  Latin  examination,  and  causes  his  tutor,  Elis,  mental 
anguish.  And  Elis  quarrels  with  his  fiancee,  Kristina.  The  play 
actually  seems  to  have  a  combination  of  motifs,  of  which  none  is 
independently  functional. 

It  seems  clear  that  all  these  elements  of  motivation  are  cen¬ 
tered  toward  one  purpose,  the  suffering  of  Elis.  These  elements 
are  simply  increments  to  the  pain  of  the  proud  Elis.  The  play 
is  thus  one  of  atmosphere  more  than  of  action ;  it  aims  to  give  a 
picture  of  Elis’  suffering  during  the  Easter  days,  an  intentional 
parallel  to  the  suffering  of  Jesus.53 

The  atmosphere  is  created  in  part  by  the  music  played  before 
each  of  the  three  acts.  Haydn’s  Sieben  Worte  des  Erldsers  is 
given  in  three  themes:  Introduction,  Maestoso  Adagio,  before  the 
first  act;  Largo  No.  1,  Pater  dimitte  illis,  before  the  second  act; 

48  Strindberg,  XXXIII,  96.  51  Ibid.,  p.  119. 

49  Ibid.,  p.  101.  52  Ibid.,  p.  123. 

50  Ibid.,  p.  105. 

53  Strindberg  himself  suffered  during  Easter  days.  See  Werke,  Abt.  8, 
Bd.  Ill,  203,  letter  of  April  1,  1907. 
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and  No.  5,  Adagio,  before  the  third  act.  Here,  says  Lamm,54  is 
the  first  time  that  Strindberg  has  experimented  with  musical 
composition.  Lamm,  however,  may  have  forgotten  or  ignored 
the  use  of  music  in  To  Damascus,  especially  the  contrapuntal 
arrangement  of  scene  and  dialogue.  Even  if  Lamm  refers  solely 
to  the  function  of  music  in  creating  moods  for  the  drama,  there 
is  a  question  whether  Easter  or  To  Damascus  furnishes  the  first 
example.  According  to  Victor  Hellstrom,55  Strindberg  made 
careful  preparations  for  the  music  preceding  each  act  of  To 
Damascus  at  the  Stockholm  premiere  of  November  19,  1900. 
Whether  this  was  conceived  by  Strindberg  while  writing  Easter, 
or  earlier,  is  a  matter  that  possibly  defies  solution. 

The  contrapuntal  form  of  dialogue  is  not  particularly  outstand¬ 
ing  in  Easter.  If  there  is  a  leitmotif,  it  can  only  be  “  Everything 
repeats  itself,”  66  although  this  expression  does  not  seem  to  carry 
an  exceptionally  strong  emphasis  as,  for  example,  “  Mankind  is 
to  be  pitied,”  in  A  Dream  Play,  or  “  Ich  erhoffe,  ich  erhoffe,  dass 
mir  der  Erloser  lebet,”  in  The  Bridal  Croum.57  The  predominant 
theme  in  the  play  is  suffering.58  The  element  of  hate  also  has  a 
part,59  though  not  a  large  one,  in  Easter.  Besides  the  contrapuntal 
dialogue  there  is  also  an  atmosphere  of  rhythm  and  music  that 
surges  through  the  entire  drama.60 

The  play  is  by  no  means  a  perfect  specimen  of  expressionistic 
drama,  but  it  certainly  has  enough  elements  to  warrant  the  ex¬ 
pressionistic  qualification.  Eleonora  is  the  most  expressionistic 
of  all  the  characters,  but  even  the  others  are  to  some  extent  “  sleep¬ 
walkers  in  the  broad  daylight.”  Even  the  staging  gives  some  evi- 

54  Lamm,  II,  218. 

65  Strindberg  och  musiken,  p.  35. 

56  Note  41  of  this  chapter. 

67  See  note  78  of  this  chapter.  • 

68  Strindberg,  XXXIII,  40,  42,  44,  46,  52,  54,  60,  62,  68,  77,  90,  93,  96, 
103,  105,  107,  109,  110,  123. 

59  Ibid.,  pp.  41,  99,  101,  105. 

60  Lamm,  II,  218. 
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dence  of  Ausstrahlungen  des  Ichs.  When  the  mental  difficulties 
are  cleared  away,  then  also  the  sun  streams  into  the  room.61  This 
evidence  is  by  no  means  unimpeachable,  but  it  is  of  such  validity 
that  one  may  defend  the  inclusion  of  Easter  in  the  expressionistic 
group. 

“  MIDSUMMER  ” 

The  play  Midsummer 62  contains  a  curious  mixture  of  two 
Stockholm  milieux:  one,  the  Stockholm  of  the  ’seventies;  the 
other,  that  of  the  end  of  the  century.63  Strindberg  was  influenced 
by  the  powerful  spirit  of  nationalism  of  his  day  and  answered 
the  demand  for  drama  containing  local  color.64  The  play  has 
autobiographical  material,  and  also  definite  parellels  with  type 
characters  in  Holberg’s  dramas.  But,  apart  from  the  fact  that 
Ivar  Lundberg  is  a  fine  Mons  Montanus  or  Jean  de  France,  he  is 
both  in  spirit  and  name  a  representative  of  the  University  of 
Lund.  As  such  he  falls  a  victim  to  Strindberg’s  satire.  Lamm 
also  tells  us  that  the  play  is  directly  related  to  Strindberg’s  short 
story  “  Compelled  To  ”  which  is  published  in  the  volume  Mar¬ 
ried.65  The  play,  however,  is  not  of  interest  to  our  study.  It  em¬ 
ploys  contrapuntal  dialogue  to  some  extent,  but  that  element  is 
not  sufficient  to  qualify  the  play  as  expressionistic.  It  is  a  milieu 
drama  that  does  not  respond  to  expressionistic  norms. 

“  swanwhite  ” 

The  play  Swanwhite  66  is  most  assuredly  a  fairy  play,  but  it 
cannot  be  dismissed  without  some  examination.  The  drama  has 
considerable  autobiographical  background,  Strindberg  and  Har¬ 
riet  Bosse,  the  third  chapter  in  the  dramatist’s  book  of  marriages. 
Lamm  has  no  difficulty  whatsoever  in  proving  that,  in  spite  of 

61  Strindberg,  XXXIII,  110,  127. 

62  Written  1900. 

63  Lamm,  II,  190.  65  Ibid.,  p.  196.  (See  also  Strindberg  XIV,  104-130.) 

64  Ibid.,  p.  193.  66  Written  1901. 
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several  sources  for  the  play,  the  author  has  written  much  of  his 
own  experiences  into  it.67  Indeed,  Lamm  considers  that  the  play 
has  suffered  through  Strindberg’s  inability  to  resist  inserting 
autobiographical  material  that  is  irrelevant. 

Love  is  as  fragile  and  delicate  as  a  butterfly.  When  it  comes 
in  contact  with  earthly  things  it  loses  the  silvery  dust  on  its 
wings  and  then  can  no  longer  soar.  This,  according  to  Lamm,  is 
the  theme  of  the  play. 

The  play  is  filled  with  music,68  with  dream  character,69  ele¬ 
ments  of  the  supernatural,70  and  pantomime  sometimes  mingled 
with  monologue.71  The  dream  character,  however,  has  the  ro¬ 
mantic  desire  for  escape  from  this  world  of  suffering  into  a  more 
embellished  world.  The  love  scenes  72  refer  to  the  land  of  dreams 
as  the  land  of  realization,  but  fear  is  expressed  for  earthly  con¬ 
tacts.  Realization,  then,  is  not  to  be  had  in  this  world  but  in  a 
dream  land  of  perfumed  clouds  and  fairy-touched  skies.  It  is 
not  the  expressionist’s  demand  for  realization  within  this  ob¬ 
jective  world,  but  the  romanticist’s  provisions  for  escape  from 
this  world.  If  the  drama  fits  into  any  of  the  modern  -isms,  it 
must  be  impressionism ,73 

Swanwhite  is  not  an  expressionistic  drama.  It  belongs  either 
in  neo-romanticism  or  impressionism,  two  modern  movements 
very  closely  allied. 

“  THE  BRIDAL  CROWN  ” 

“  The  Bridal  Crown  ” 74  is  a  folk-play,  another  response  to  the 
spirit  of  nationalism.  One  might  expect  to  escape  the  auto- 

67  Lamm,  II,  273-279. 

68  Strindberg,  XXXVI,  161,  164,  181,  194,  208,  211. 

69  Ibid.,  pp.  140,  155,  161,  164,  165,  167,  169,  170,  181,  184. 

70  Ibid.,  pp.  147,  148,  150,  154,  155,  161,  172,  180,  182,  185,  205,  207,  208, 
209,  211. 

71  Ibid.,  pp.  133,  161,  164,  174,  179,  194,  207,  208,  211. 

72  Ibid.,  pp.  165-171,  180-181. 

73  See  plays  of  Hugo  von  Hofmannsthal  and  of  Per  Hallstrom.  The 
latter’s  short  stories  are  also  good  examples.  74  Written  1901-2. 
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biographical  element  in  a  folk-play,  but  Heden  has  pointed  out 75 
what  every  reader  of  Strindberg  must  see  in  the  play :  Strindberg 
and  his  first  wife,  Siri  von  Essen;  the  birth  of  their  first  child 
shortly  after  marriage,76  and  the  death  of  this  child  while  in  the 
care  of  a  midwife.  The  marriage  “  before  God  ”  of  Mats  and 
Kersti  is  the  kind  of  marriage  Strindberg  had  in  mind  for  himself 
and  Harriet  Bosse.  Likewise,  the  idea  of  the  reconciliation 
between  the  Mewlings  and  the  Mill-folk  is  taken  out  of  Strind¬ 
berg’s  own  experiences.  Strindberg  has  once  more  moulded  ex¬ 
periences  into  an  artistic  form. 

The  drama  exhibits  the  strongest  tendency  toward  expression¬ 
ism  in  the  employment  of  music.  As  in  almost  no  other  play  the 
element  of  music  surges  through  scene  after  scene  77  until  the  play 
itself  almost  blends  with  music.  Likewise,  the  song  of  the  Water- 
sprite,  “  Ich  erhoffe,  ich  erhoffe,  dass  mir  der  Erloser  lebet!  ”  runs 
through  the  play  like  a  leitmotif.78 

In  general,  however,  The  Bridal  Crown  scarcely  qualifies  as  an 
expressionistic  drama.  One  can  feel  expressionism  in  this  play, 
but  analysis  fails  to  strengthen  the  feeling  by  the  addition  of 
evidence.79 

75  Heden,  Erik,  Strindberg :  Leben  und  Dichtung,  pp.  283-284  (see  also 
Lamm,  II,  245-246). 

76  Before  the  marriage  in  The  Bridal  Crown. 

77  Strindberg,  XXXVI,  8,  9,  11,  12,  13,  14,  25,  26,  30,  31,  38,  52,  58,  59, 
63,  76,  77,  79,  80,  82,  83,  84,  93,  103,  106,  119,  120. 

78  Ibid.,  pp.  25,  26,  30,  52,  80,  82,  83,  93,  97,  103,  119.  (The  German 
translation  is  given  rather  than  the  English.  This  leitmotif  is  very  difficult 
to  translate  into  acceptable  English :  either  the  rhythm  is  lost,  or  the  spirit, 
or  both.) 

79  This  may  be  one  case  in  which  emotional  reactions  come  closer  to 
the  truth  than  well-plotted  scholarly  analysis. 


CHAPTER  V 

“A  DREAM  PLAY” 

IN  A  letter  to  his  German  translator,  Emil  Schering,  Strindberg 

declares,  “  Das  Traumspiel  ist  eine  neue  Form,  die  meine  Er- 
findung  ist.”  1  One  month  earlier  Schering  had  undoubtedly  been 
puzzled  about  A  Dream  Play  and  written  for  explanations,  for 
Strindberg  sent  him  the  following  letter: 

Das  Traumspiel  verstehen?  Indras  Tochter  ist  auf  die  Erde  nieder- 
gestiegen,  um  zu  erfahren,  wie  die  Menschen  es  haben;  und  da  lernt  sie 
kennen,  wie  schwer  das  Leben  ist.  Und  das  Schwerste  ist:  andern  Boses 
tun,  wozu  man  gezwungen  wird,  wenn  man  leben  will.  Die  Form  ist  ja  im 
Vorwort  motiviert:  das  Sammelsurium  des  Traumes,  in  dem  es  doch  eine 
gewisse  Logik  gibt!  Alles  Unsinnige  wird  wahrscheinlich.  Menschen 
tauchen  an  mehreren  Punkten  auf  und  werden  skizziert,  die  Skizzen  fliessen 
zusammen,  dieselbe  Person  lost  sich  in  mehrere  auf,  die  wieder  zu  einer 
zusammenfliessen.  Zeit  und  Raum  existieren  nicht,  eine  Minute  ist  wie 
viele  Jahre,  keine  Jahreszeiten :  der  Schnee  liegt  in  Sommerlandschaft,  die 
Linde  farbt  sich  und  grunt  usw.2 

Unless  one  admits  the  dream  character  of  this  play,  recognizes 
that  one  has  before  oneself  the  cinematic  reeling  of  dream  images, 
one  can  only  agree  with  Robert  Lynd’s  portrait  of  Strindberg: 
“  The  mirror  that  Strindberg  held  up  to  Nature  was  a  cracked 
one.  It  was  cracked  in  a  double  sense  —  it  was  crazy.  It  gave 
back  broken  images  of  a  world  which  it  made  look  like  the  chaos 
of  a  lunatic  dream.”  3  Why  Lynd  must  qualify  dream  by  lunatic 
is  incomprehensible  unless  perchance  he  has  never  dreamed.  The 
dream  life  compared  with  conscious  life  is  crazy !  It  does  distort 

1  Strindberg,  Werke,  Abt.  8,  Bd.  Ill,  75;  letter  of  June  13,  1902  ( A 
Dream  Play,  excluding  the  Prologue,  was  written  1901-02). 

2  Ibid.,  pp.  74-75;  letter  of  May  13,  1902. 

3  Lynd,  Robert,  Old  and  New  Masters,  p.  123. 
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the  objective  world  and  it  gives  back  “  broken  images  ”  of  the 
world.  It  is  quite  childish  to  attack  A  Dream  Play  and  a  number 
of  Strindberg’s  other  literary  works  unless  one  challenges  the 
validity  of  the  art-form.4 

In  A  Dream  Play  one  may  demand  that  critics  give  attention 
to  the  drama  as  a  new  form  instead  of  trying  to  praise  or  damn 
the  work  according  to  standards  of  established  categories.  Ex¬ 
clusive  of  the  Prologue,  the  drama  gives  us  the  dream  dimness  or 
dream  sharpness  of  scenes  floating  swiftly  before  our  eyes,  scenes 
in  which  we  are  actors  at  the  same  time  that  we  are  seeing  them 
as  spectators.  The  scenes  are  sometimes  nightmare  in  their  vivid¬ 
ness  and  horror,  sometimes  the  paradisiacal  world  to  which  the 
romanticist  would  escape,  and  sometimes  the  world  of  Sheol 
which  fades  away  into  the  shadows  of  an  evening  crepuscle.  The 
frame  of  A  Dream  Play  includes  them  all. 

As  an  expressionistic  work  A  Dream  Play  satisfies  all  the 
requirements,  although  the  Prologue  gives  one  a  sense  of  artifi¬ 
ciality.  Yet  one  should  remember  that  the  Prologue  was  written 
more  than  four  years  after  the  drama  proper  was  completed.  A 
letter  to  Adolf  Paul,  written  on  November  18,  1911,  may  also 
furnish  a  clue  regarding  the  function  of  this  Prologue  and  its 
late  addition  to  the  drama.  In  this  letter  Strindberg  says, 
“  Spiele  das  Traumspiel  mit  Prolog  und  lass  auf  dem  Programm 
das  kurze  Vorwort  drucken,  damit  sie  nicht  denken,  es  sei  ver- 
riickt.”  5  In  part,  at  least,  this  Prologue  is  a  concession  to  the 
average  playgoer,  like  Lynd,  who  would  be  certain  to  find  a 
crazy  world  instead  of  this  ordinary  world  distorted  through 
dream  imagery.  Lamm  also  adds  that  the  Prologue  represents 
a  change  in  Strindberg’s  own  mood.6  It  was  written  in  Septem- 

4  Of  course  Lynd  may  be  justified  for  his  distortion  of  Strindberg. 
Critics  and  reviewers,  yes,  even  scholars,  must  sparkle  at  times,  though  it 
be  at  the  expense  of  the  Masters. 

5  Paul,  Adolf,  Strindberg-Erinnerungen  und  -Brieje,  p.  231. 

6  Lamm,  II,  335. 
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ber,  1906,  a  time  when  Strindberg  would  scarcely  have  cried  out, 
as  he  did  four  years  earlier,  “  Mankind  is  to  be  pitied.” 

Putting  the  Prologue  aside  we  may  take  the  drama  as  written 
in  1901-2  and  examine  it  for  expressionistic  characteristics. 
The  “  Reminder  ”  which  Strindberg  desired  to  have  printed  on 
the  programs  is  enough  to  stamp  the  work  at  once  as  expression¬ 
istic. 

As  he  did  in  his  previous  dream  play  (the  trilogy  To  Damascus),  so  in 
this  one  the  author  has  tried  to  imitate  the  disconnected  but  seemingly 
logical  form  of  the  dream.  Anything  may  happen;  everything  is  possible 
and  probable.  Time  and  space  do  not  exist.  On  an  insignificant  back¬ 
ground  of  reality,  imagination  designs  and  embroiders  novel  patterns:  a 
medley  of  memories,  experiences,  free  fancies,  absurdities  and  improvisa¬ 
tions. 

The  characters  split,  double,  multiply,  vanish,  solidify,  blur,  clarify. 
But  one  consciousness  reigns  above  them  all  —  that  of  the  dreamer;  and 
before  it  there  are  no  secrets,  no  incongruities,  no  scruples,  no  laws.  There 
is  neither  judgment  nor  exoneration,  but  merely  narration.  And  as  the 
dream  is  mostly  painful,  rarely  pleasant,  a  note  of  melancholy  and  of  pity 
with  all  living  things  runs  right  through  the  wabbly  tale.  Sleep,  the  lib¬ 
erator,  plays  often  a  dismal  part,  but  when  the  pain  is  at  its  worst,  the 
awakening  comes  and  reconciles  the  sufferer  with  reality,  which,  however 
distressing  it  may  be,  nevertheless  seems  happy  in  comparison  wfith  the 
torments  of  the  dream.7 

In  this  foreword  the  author  has  already  committed  himself  as 
an  expressionistic  dramatist,  but  his  drama  even  more  convinc¬ 
ingly  brings  to  light  the  factors  of  expressionism.  The  whole 
play  has  this  dream  character,  or  framework,  in  which  the 
“  wabbly  tale  ”  is  placed.  It  is  a  sequence  of  events  in  which 
time  and  space  do  not  exist,  in  which  also  the  various  characters 
do  not  remain  stable. 

The  framework  demands  the  characterization  which  is  given 
in  the  title  of  this  drama,  A  Dream  Play.  Yet  we  find  this  rela¬ 
tion  to  dream  going  beyond  the  framework  itself.  Taking  de¬ 
tails  of  the  drama  separately,  we  might  well  declare  that  the 
work  is  filled  with  realism,  that  it  is  very  close  to  an  itemized 

7  Strindberg,  Plays,  Bjorkman  translation,  1st  series,  p.  24. 
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report  of  observed  reality.  It  may  be  observed  here,  however, 
that  realism  plays  a  part  in  dreams  and  in  expressionism;  indi¬ 
vidual  items  of  both  may  be  identical  with  individual  items  in 
observed  reality.  It  is  in  the  relation  and  sequence  of  elements 
that  we  get  our  cue  to  the  dream  character  and  expressionistic 
nature  of  A  Dream  Play.  The  arrangement  of  elements  is  dis¬ 
torted  and  precludes  any  further  comparison  with  observed 
reality.8 

The  keynote  to  this  play  has  already  been  cited  by  Lamm  9  in 
the  following  quotation  from  the  drama: 

The  Poet.  I  fashioned  that  in  a  poem  once! 

The  Daughter.  Then  you  know  what  poetry  is.  .  .  . 

The  Poet.  Then  I  know  what  dreaming  is.  .  .  .  What  is  poetry? 

The  Daughter.  Not  reality,  but  more  than  reality  .  .  .  not  dreams,  but 
wide-awake  dreams.  .  .  . 

The  Poet.  And  the  children  of  men  think  that  we  poets  are  only 
playing  .  .  .  tabulating  and  inventing.10 

Lamm  further  declares  that  we  must  accept  this  as  the  basis  of 
the  dramatist’s  philosophy  of  dream  play;  otherwise  we  shall 
open  “  the  secret  door  ”  and,  like  the  “  deans  of  the  faculties,” 
find  nothing  behind  it! 

Like  everything  else  that  Strindberg  has  written,  A  Dream 
Play  has  its  background  in  the  dramatist’s  own  life.  In  fact,  the 
play  goes  back  not  only  to  incidents  recorded  in  the  auto¬ 
biographical  novels,  but  even  to  scenes  in  Stockholm,  to  the 
dramatist’s  very  home  on  Karlavagen.11  Lamm  also  makes  the 
statement  that  practically  every  detail  in  A  Dream  Play  can  be 
allocated  to  objective  reality.12  Moreover,  the  drama  will  call  to 
mind  again  and  again  incidents  from  other  plays:  the  love-hate 
complex  in  marriage  which  courses  through  a  large  number  of 


8  See  below,  p.  179. 

9  Lamm,  II,  315. 

10  Strindberg,  XXXVI,  301. 


11  Lamm,  II,  312. 

12  Ibid.,  p.  313. 
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works; 13  the  idea  that  “  everything  repeats  itself  14  the  feeling 
that  one  has  had  earlier  contacts  with  a  person  otherwise  a 
stranger,  or  with  an  experience  that  seems  new.15  Indeed,  every¬ 
thing  repeats  itself  in  A  Dream  Play:  old  autobiographical 
material  that  has  appeared  in  other  plays,  and  motifs  likewise 
that  have  been  present  in  earlier  works.  The  autobiographical 
material  in  the  drama  lurks  behind  almost  every  word! 

We  recall  that  the  importance  of  autobiographical  data  in 
expressionistic  literature  lies  in  the  transmutation  of  the  ob¬ 
jective  experiences.  In  A  Dream  Play  Strindberg  has  sometimes 
taken  his  experiences  bodily  from  their  objective  state,  but  has 
placed  them  in  a  context  or  an  arrangement  that  gives  them  a 
transmuted  value.  The  Officer’s  dream  of  school  days  and  the 
puzzling  problem  of  two-times-two  16  is  not  simply  Strindberg’s 
but  is  also  a  typical  dream  for  adults.17  It  becomes  no  longer 
individual  in  its  function,  but  general.  No  matter  how  close  to 
objective  reality  an  incident  of  A  Dream  Play  may  be,  it  is 
nevertheless  so  ordered  in  the  dream  frame  that  it  loses  its  ob¬ 
jective  value  and  significance. 

The  combination  of  all  these  objective  experiences  within  the 
dream  frame  reminds  one  strikingly  of  the  type  of  expression¬ 
istic  painting  that  is  exemplified  in  Marc  Chagall’s  Ich  und  das 
Dorf.18  There  are  elements  of  Strindberg’s  childhood  and  of  his 
adult  days  all  put  together  on  a  canvas  with  no  particular  regard 
for  their  original  arrangement.  The  consciousness  of  the  painter 
orders  Chagall’s  Ich  und  das  Dorf ;  and  the  consciousness  of  the 
dreamer,  Strindberg’s  A  Dream  Play.  The  latter  is  no  more 
spun  out  of  pure  fancy  than  the  former;  both  present  objective 

13  See  especially  The  Father  and  The  Dance  of  Death. 

14  See  Easter;  also  pp.  167-172  above. 

15  See  To  Damascus ;  also  pp.  149-150  above. 

is  Strindberg,  XXXVI,  274-275,  279-283. 

17  Lamm,  II,  320;  Marcus,  Strindbergs  Dramatik,  p.  304. 

18  See  p.  17  above. 
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experiences  that  are  real,  but  are  ordered  by  consciousness  in¬ 
stead  of  being  presented  imitatively  according  to  the  arrange¬ 
ment  gained  through  physical  observation. 

One  of  the  most  significant  expressionistic  features  of  A  Dream 
Play  is,  then,  the  element  of  distortion.  Read  the  play  and 
note  how  characters,  staging,  time,  place  and  action  are  all  dis¬ 
torted!  Just  as  the  Unknown  in  To  Damascus  was  present  in 
several  selves  —  the  Beggar,  the  Dead  Man  and  Caesar  —  so 
here  the  Officer  shades  into  the  Lawyer  who  in  turn  becomes  the 
Poet.  They  are,  furthermore,  manifestations  of  the  Strindberg 
ego ;  they  represent  three  of  his  “  selves.”  Note  that  even  Indra’s 
Daughter  is  apparently  the  daughter  of  the  Glazier  in  the  opening 
of  the  play,19  but  later  on  is  recognized  as  the  Daughter  of  Indra.20 
Yet  she  is  more  than  the  Daughter  of  the  Gods:  she  is  also  the 
representative  of  her  sex;  she  is  the  woman  through  whom  man 
may  be  reconciled  to  life;  and,  finally,  she  has  some  features 
originally  found  in  Harriet  Bosse.21  The  characters  in  A  Dream 
Play  have  lost  all  individuality.  They  are  either  shadows  or  else 
are  typified  by  sex,  professional,  family  or  social  status:  for 
example,  the  Father,  Mother,  Officer,  Portress,  Bill-poster,  Glazier, 
Teacher  and  others.  None  of  the  characters,  however,  is  wholly 
stable.  All  glide  in  and  out  of  this  dream  drama  like  figures  in  a 
vision.  They  may  stand  out  sharply  defined  at  times,  and  again 
may  appear  like  ghosts  without  faces,  like  beings  whose  presence 
we  apprehend  but  cannot  fix  objectively. 

Staging,  likewise,  follows  no  system  previously  ordained  for 
drama.  The  scenes  glide  into  each  other  and  fade  into  each  other, 
like  the  “  Changemang  a  vue  ”  already  used  in  Advent.  Or, 
pitch  darkness  reigns  while  the  setting  changes,  just  like  our 
dreams  which  change  the  setting  without  regard  for  logic  or  may 
have  the  scenes  separated  by  gaps  of  oblivion,  pitch  darkness. 

19  Strindberg,  XXXVI,  223  (note  stage  direction  “  to  the  father  ”  — 
her  father).  20  Ibid.,  p.  226.  21  Lamm,  II,  326. 
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The  play  opens  with  a  forest  of  giant  hollyhocks  in  the  back¬ 
ground  and  the  gilded  roof  of  a  castle  appearing  above  this  forest. 
The  scenes  on  the  wings  remain  the  same  throughout  the  entire 
drama.  They  are  conventionalized  mural  paintings  which  at 
the  same  time  represent  an  interior,  architecture  and  landscape. 
The  Glazier  and  his  Daughter  have  the  first  dialogue  of  the  play. 
Soon  “  they  go  toward  the  background  which  opens  slowly  to  the 
sides.”  22  The  stage  then  represents  an  humble  room.  A  little 
later,  voices  are  heard  coming  from  behind  a  partition.23  This 
partition  is  pulled  away  and  the  stage  changes  slightly  once 
more.  Not  long  afterwards  the  Father  bids  farewell  and  makes 
his  exit  right  through  the  wall.24  Likewise,  all  through  the  play 
changes  in  setting  take  place  with  no  regard  whatsoever  for  the 
logic  of  such  changes  in  the  empirical  world. 

There  is  absolutely  no  unity  of  time,  no  unity  of  place,  and 
none  for  action.  Once  and  for  all  these  unities  are  thrown  aside 
as  measurements  of  physical  observation;  they  are  not  functional 
in  the  life  of  the  unconscious,  in  dream  existence.  “  But  one 
consciousness  reigns  above  them  all  —  that  of  the  dreamer ;  and 
before  it  there  are  no  secrets,  no  incongruities,  no  scruples,  no 
laws.”  25  The  Officer  shakes  the  tree  and  remarks  that  it  is  be¬ 
coming  green  again,20  but  this  does  not  prevent  him,  just  a  little 
later,27  from  saying,  “  I  shall  tell  the  Glazier  to  put  in  the  double 
windows,  for  it  is  soon  winter  and  I  am  freezing  frightfully!” 
Again,  time  is  wholly  distorted  when  the  stage  is  made  light  and 
then  dark  alternately. 

The  Officer.  What  is  that?  {he  keeps  time  with  the  blinking  of  the 
light).  Light  and  dark;  light  and  dark. 

The  Daughter  {imitating  him).  Day  and  night;  day  and  night!  .  .  . 
A  merciful  Providence  desires  to  shorten  your  waiting,  and  there¬ 
fore  the  days  fly,  chasing  along  the  nights!  28 


22  Strindberg,  XXXVI,  222. 

23  Ibid.,  p.  224. 

24  Ibid.,  p.  226. 


25  See  note  7  of  this  chapter. 

2«  Strindberg,  XXXVI,  233. 

27  Ibid.,  p.  235.  28  Ibid.,  p.  238. 
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In  the  school  scene  the  concept  of  time  is  brought  up  for  imme¬ 
diate  questioning  when  the  Magister  asks,  “  Do  you  think  that 
time  and  space  exist?  ”  29 

Throughout  all,  distortion  holds  sway.  There  is  no  fable  for 
this  drama,  no  direct  line  of  action,  unless  one  says  that  Indra’s 
Daughter  is  wandering  on  earth  to  experience  the  lot  of  mankind. 
And  even  the  Daughter  realizes  that  all  is  topsyturvy  on  this 
earth. 

The  Daughter  ( standing  by  the  organ).  Do  you  know  what  I  see  here 
in  the  mirror?  .  .  .  The  world  turned  aright!  .  .  .  Yes,  inasmuch 
as  it  is  awry  in  itself! 

The  Lawyer.  How  did  it  get  awry? 

The  Daughter.  When  the  copy  was  made.  .  .  . 

The  Lawyer.  There  you  said  it!  The  copy  ...  it  was  always  my 
suspicion  that  it  was  a  faulty  copy  .  .  .  and  when  I  would  begin 
to  remember  the  original  images  then  I  would  become  dissatisfied 
with  everything  .  .  .  people  called  it  discontentedness,  the  Devil’s 
look  in  my  eye,  and  something  else.  .  .  . 

The  Daughter.  No  doubt  it  is  crazy!  .  .  .30 

This  quotation  illustrates  a  fundamental  principle  of  expres¬ 
sionism.  One  must  not  put  all  aside  as  dream  stuff.  Once  more 
we  call  to  mind  the  dialogue  of  the  Daughter  and  the  Poet; 
dream,  reality  and  poetry  are  all  mingled  in  one.31  The  expres¬ 
sionist  says  that  reality  cannot  be  apprehended  by  physical  ob¬ 
servation  except  as  distortions,32  and  the  Daughter  of  the  Gods  is 
the  only  one  on  earth  who  can  look  into  the  heart  of  reality ;  she 
alone  can  see  the  world  aright.  Indra’s  Daughter  actually  gives 
the  secret  of  existence  to  the  Poet:  “  The  world,  life  and  mankind 
are  thus  only  a  phantom,  an  apparition,  an  image  out  of  a 
dream!  ” 33  All  objective  reality  is  a  tangible  nothing  that  con¬ 
sequently  can  never  have  independent  existence.  And  man¬ 
kind  dreams  not  only  when  asleep,  but  also  when  wide  awake!  A 
Dream  Play  has  much  of  this  “  wide-awake  dreaming.” 

29  Strindberg,  XXXVI,  281.  30  Ibid.,  p.  249.  31  Ibid.,  p.  ,101. 

32  See  pp.  15-17  above.  33  Strindberg,  XXXVI,  324. 
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The  element  of  distortion  also  gives  the  effect  of  a  dream 
within  a  dream.  In  an  early  scene  of  the  play  the  Officer  is  clearly 
dreaming  even  within  the  dream  frame  itself ;  in  fact,  the  Officer 
is  consistently  the  most  typical  dreamer  of  all.  In  the  scene  just 
mentioned  the  Officer  is  talking  with  his  father  and  mother,  and 
yet  in  the  latter’s  presence  he  can  say:  “  Imagine  that  cupboard 
still  standing  there  after  twenty  years  ...  we  have  moved  so 
many  times  and  my  mother  died  ten  years  ago!  ”  34  Throughout 
the  drama  there  are  numerous-  occasions  when  characters  seem 
enfonced  in  the  unconscious  by  several  dream  depths.  “  I  have 
heard  that  voice  before,  in  my  dreams  .  .  .  says  the  Blind 
Man.35  The  poet  cries  out,  “  That’s  just  what  I  heard  once 
upon  a  time  .  .  ,”;36  and,  again,  “It  seems  to  me  that  I  for¬ 
merly.  .  .  37  Still  later,  when  the  Poet  sees  the  Officer  come 

in  and  cry  out  for  Victoria,  he  remarks,  “  It  seems  to  me  that 
I  have  experienced  this  before.  .  .  .”  It  was  also  the  Officer’s  ex¬ 
perience  and  not  the  Poet’s  in  the  early  part  of  the  play.38 
Clearly,  the  Officer  is  the  Poet  and  in  the  guise  of  the  latter  is 
dreaming  of  himself  as  the  former.  Even  awakening  hardly 
seems  more  than  a  passing  from  one  dream  state  to  another,  as 
though  man  is  constantly  dreaming  within  a  dream. 

The  Daughter.  Have  you  always  doubted? 

The  Poet.  No!  I  have  had  certainty  many  times;  but  after  a  time  it 
went  its  way,  just  like  a  dream  when  one  awakens!  39 

Certainty,  consciousness  of  objective  reality  is  unstable  and 
practically  lacks  being.  The  dream  state  alone  is  functional, 
whatsoever  the  circumstances  may  be,  and  there  are  only  transi¬ 
tions  from  one  form  of  distortion  to  another,  from  one  dream 
scene  to  another.  “  The  puzzling  sleepwalkers  on  the  stage  en¬ 
gage  each  other  in  real  intercourse  and  at  the  same  time  they 


34  Ibid.,  p.  227. 

35  Ibid.,  p.  286. 

36  Ibid.,  p.  299. 


3?  Ibid.,  p.  300. 

38  Ibid.,  p.  232. 

39  Ibid.,  p.  323. 
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dream  about  each  other.  In  part  these  dreams  agree  with  the 
spectator’s,  and  the  whole  is  twisted  together  in  a  single  huge 
dream-tangle,  our  life’s  nightmare  that  cannot  be  disentangled. 
Just  like  the  characters  in  the  drama,  we  wander  about  in  reality 
as  though  we  were  in  the  world  of  dreams,  we  refashion  our  life 
into  a  dream  in  order  to  deliver  ourselves  from  reality’s  grim 
torment.  .  .  .” 40  “  It  is  this  complex  feeling  that  dream  frees 
us  from  the  weight  of  reality,  and  reality  from  the  nightmare  of 
dream,  that  makes  A  Dream  Play  in  spite  of  its  pessimism  seem 
less  unpleasant  than  Strindberg’s  pictures  from  actual  reality.”  41 

ANTITHESES 

The  Picardian  concept  of  the  struggle  of  opposites  toward 
each  other  is  softened  though  by  no  means  lost  in  A  Dream  Play. 
In  dramas  like  The  Father  and  The  Dance  of  Death  the  opposites 
are  represented  by  symbols  of  the  most  tangible  kind.  Type 
man  and  type  woman  are  the  opposites  in  the  struggle,  and  the 
dramas  literally  burn  with  the  terrific  tension  of  the  combat.  In 
To  Damascus  we  also  have  the  struggle,  but  this  time  the  mani¬ 
festations  in  material  form  are  merely  indications  of  another 
battle,  “  Jacob  'wrestling  with  God.”  The  Unknown  struggles 
with  the  “  Powers,”  with  the  Unseen  One.  In  A  Dream  Play  the 
typical  marriage  scenes  of  love-hate  quality  are  present  but 
the  circumstances  are  by  no  means  such  that  the  tension  of  the 
struggle  endures.  The  dream  character  of  the  play  removes 
much  of  the  sting  from  the  scenes;  and,  again,  since  the  woman 
in  the  play  is  Indra’s  Daughter  as  well  as  typical  woman,  one  has 
far  more  patience  with  her,  even  if  she  is  an  uncommonly  poor 
housekeeper! 

Furthermore,  the  element  of  conflict  in  A  Dream  Play  is 
rationalized  and  fixed ;  it  is  accepted  so  thoroughly  that  all  argu¬ 
ment  is  precluded.  From  the  beginning  of  the  play  to  the  end 
40  Lamm,  II,  316.  41  Ibid.,  p.  323. 
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these  various  antitheses  are  thrown  out  at  us  either  fixed  in  com¬ 
ments  or  demonstrated  in  scenes  of  short  duration.  The  dream 
scene  of  the  Officer  42  offers  an  opportunity  for  the  Father  and 
the  Mother  to  quarrel  about  a  scarf  which  he  gave  her.  In  the 
first  “  FingaUs  Cave  ”  scene,  the  Daughter  asks  the  lawyer  if  there 
is  nothing  at  all  in  life  that  offers  joy,  and  the  latter  answers: 
“  Yes,  the  sweetest  which  is  the  most  bitter  —  love!  A  wife  and 
a  home!  the  highest  and  the  lowest!  ” 43  Even  the  staging  itself 
presents  opposites.  Fairhaven  and  Foulstrand  are  given  together 
in  two  different  scenes.44  In  the  first  scene  Foulstrand  is  in  the 
foreground  with  Fairhaven  in  the  background;  in  the  second 
scene  the  arrangement  is  reversed.  Here  is  this  curious  world  of 
contradictions  that  the  Officer  makes  note  of  but  does  not  struggle 
against.45  Likewise,  two  children  in  summer  clothing  are  play¬ 
ing  on  the  stage  at  a  time  when  the  scene  represents  winter.46 

All  the  characters  have  accepted  this  world  of  opposites.  The 
Officer  suffers  agony  when  the  woman  whom  he  recognizes  as 
Victoria  is  at  the  height  of  joy.47  The  Husband  tells  his  Wife 
that  he  wishes  to  die  when  happiness  is  so  great,  because  “  right 
in  the  midst  of  happiness  there  sprouts  a  seed  of  misfortune;  it 
eats  itself  like  the  flame  .  .  .  ,  it  cannot  burn  eternally  but  must 
die  out;  this  presentiment  of  the  end  annihilates  bliss  right  at 
the  high  point.”  48  The  Blind  Man  also  cries  out  stoically:  “  To 
meet  and  to  part;  to  part  and  to  meet!  That’s  life!  ” 49  The 
Lawyer  remarks  that  when  he  has  a  pleasant  day  and  evening, 
the  next  day  is  certain  to  bring  him  the  torments  of  hell  and  an 
evil  conscience;  and  he  also  makes  the  paradoxical  statement 
that  “  to  have  talent  is  a  mortal  danger,  for  one  may  easily  starve 

42  Strindberg,  XXXVI,  225. 

48  Ibid.,  p.  252. 

44  Ibid.,  pp.  264-291.  49  Ibid.,  p.  269. 

46  Ibid.,  p.  276. 

47  Ibid.,  p.  275  (every  bride  or  betrothed  one  is  a  “Victoria  ”). 

48  Ibid.,  p.  284  (see  also  To  Damascus,  Strindberg,  XXIX,  54). 

49  Ibid.,  p.  286. 
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to  death !  ” 50  When  the  Daughter  cries  out,  “  This  is  paradise,” 
a  coal-heaver,  close  at  hand,  offers  the  natural  opposite,  “  This 
is  hell !  ” 51  The  coal-heaver  adds  more  material  of  the  same 
kind  when  he  says:  “  We  who  work  the  most  eat  the  least;  and 
the  rich  who  do  nothing  have  the  most!  ” 52 

There  is  also  the  reiterated  antithesis  of  the  evil  acts  of  the 
“  right-thinking  people.” 

The  Daughter.  Why  do  they  complain  more  than  usual  today? 

The  Lawyer.  Because  the  sun  is  shining  here,  because  there  is  music 
here,  dance,  and  jmuth!  They  feel  their  misery  so  much  more 
deeply. 

The  Daughter.  We  must  deliver  them! 

The  Lawyer.  Just  try!  One  time  a  deliverer  did  come  but  he  was 
hung  on  a  cross! 

The  Daughter.  By  whom? 

The  Lawyer.  By  all  the  right-thinking  people!  53 

The  Daughter.  Why  is  it  that  people  do  nothing  to  better  conditions? 

The  Lawyer.  Well,  but  they  do!  But  all  the  reformers  end  either 
in  prison  or  in  the  insane  asylum.  .  .  . 

The  Daughter.  Who  puts  them  in  prison? 

The  Lawyer.  All  the  right-thinking,  all  the  respectable;  .  .  . 

The  Daughter.  Who  puts  them  in  the  insane  asylum? 

The  Lawyer.  Their  own  despair  at  seeing  the  hopelessness  of  the 
struggle.54 

'The  Daughter.  What  boat  can  that  be? 

The  Poet.  I  believe  that  it’s  the  spook-ship. 

The  Daughter.  What  is  that? 

The  Poet.  The  Flying  Dutchman. 

The  Daughter.  He?  Why  is  he  punished  so  severely  and  why  doesn’t 
he  come  ashore? 

50  Strindberg,  XXXVI,  288  (Strindberg,  and  a  whole  host  of  artists,  could 
well  make  the  same  statement  and  point  to  personal  experiences  as  incon¬ 
trovertible  evidence).  51  Ibid.,  p.  291.  53  Ibid.,  p.  290. 

52  Ibid.,  p.  292.  54  Ibid.,  p.  294. 
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The  Poet.  Because  he  had  seven  unfaithful  wives. 

The  Daughter.  Is  he  to  be  punished  for  that? 

The  Poet.  Yes!  All  the  right-thinking  people  condemned  him.  .  .  .55 

The  Daughter.  Who  is  coming  there? 

The  Poet.  Walking  on  the  water?  There  is  only  one  who  walks  on 
the  water  —  Peter,  the  living  rock,  is  not  the  one,  for  he  sank  like 
a  stone.  .  .  . 

The  Crew.  Christ  Kyrie! 

The  Daughter.  Is  it  he? 

The  Poet.  It  is  he,  the  crucified  one.  .  .  . 

The  Daughter.  Why  —  tell  me,  why  was  he  crucified? 

The  Poet.  Because  he  wished  to  deliver.  .  .  . 

The  Daughter.  Who  —  I  have  forgotten  —  who  crucified  him? 

The  Poet.  All  the  right-thinking  people. 

The  Daughter.  What  a  curious  world!  56 

The  Deans  of  the  four  Faculties  and  the  Lord  Chancellor  also 
add  to  the  antithesis  in  the  little  satire  of  which  Strindberg  has 
made  a  dream  scene.  The  Deans  and  the  Lord  Chancellor  quibble 
in  their  academic  chatter  until  the  Daughter  of  Indra  cries  out 
in  protest. 

The  Daughter.  For  shame,  teachers  of  the  youth! 

Dean  oj  Law.  Lord  Chancellor,  representative  of  the  government,  chief 
of  instruction,  prosecute  this  woman’s  misdemeanour!  She  said  to 
you  “  for  shame !  ”  That’s  an  insult.  And,  in  a  derisive,  ironical 
manner  she  has  called  you  the  instructors  of  the  youth,  and  that  is 
abusive  language. 

The  Daughter.  Poor  Youth!  57 

Before  long,  the  Dean  of  Law  has  also  appealed  to  the  “  right- 
thinking  people  ”  and  the  Daughter  of  Indra  has  received  their 
condemnation.  Life  is  a  series  of  antitheses,  of  contradictions, 
of  opposites  in  struggle,  and  essential  reality  seems  quite  in- 

55  Ibid.,  pp.  305-306.  57  Ibid.,  p.  315. 

56  Ibid.,  pp.  307-308. 
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tangible.  The  Daughter  of  Indra  voices  such  an  opinion  even  at 
the  very  close  of  the  drama,  just  before  she  is  ready  to  leave  this 
world. 

Daughter.  0,  now  I  sense  the  whole  of  mortal’s  pain, 

So  is  it,  thus,  to  be  of  human  kind.  .  .  . 

One  lacks  what  one  has  never  cherished 

One  has  regrets  for  what  was  never  broken.  .  .  . 

One  would  go  forth  and  yet  would  fain  remain.  .  .  . 

And  thus  the  heart’s  each  half  is  torn  apart, 

And  feelings  rent  as  though  ’twixt  horses 
By  contrast,  vacillation  and  disharmony.  .  .  ,58 


SYMBOLS 

The  use  of  symbols  is  not  necessarily  expressionistic,  but  is 
nevertheless  in  accordance  with  the  practice  in  expressionism. 
In  A  Dream  Play  there  are  four  symbols  which  predominate: 
Indra’s  Daughter,  the  growing  castle,  the  secret  door  and  the 
shawl. 

Indra’s  Daughter  is  a  female  figure  of  the  pattern  of  Christ. 
She  is  a  symbol  of  womanhood  as  well  as  a  shadow  of  a  particular 
individual,  Harriet  Bosse.  The  Daughter  is  further  a  symbol  of 
Strindberg’s  hope  that  reconciliation  to  life  would  come  through 
woman.59  The  hope  was  so  strong  in  Strindberg  that  even  after 
three  unsatisfactory  unions  he  contemplated  a  fourth  marriage 
and  actually  proposed  to  the  woman.60 

The  symbol  of  the  growing  castle  is  easy  to  interpret;  it  repre¬ 
sents  life  itself,  especially  the  physical  being  which  imprisons 
the  soul.  At  the  end  of  the  drama  the  Daughter  enters  the 
burning  castle  which  shows  a  wall  of  human  faces  questioning, 

68  Strindberg,  XXXVI,  329. 

59  In  medieval  Christianity,  and  still  in  Roman  Catholicism,  a  woman 
also  plays  a  similar  role,  Mary,  Mother  of  Jesus.  Indra’s  Daughter,  how¬ 
ever,  is  not  modelled  on  Mary,  for  she  is  a  product  of  Strindberg’s  life-long 
desire,  not  of  Strindberg’s  post-inferno  theology  and  mysticism.  Even  in 
his  first  play,  A  Name’s-day  Gift,  Strindberg  sought  reconciliation  to  his 
father  through  his  stepmother. 

60  See  Fanny  Falkner,  Strindberg  i  bid  tornet. 


“  A  Dream  Play  ” 


189 


sorrowing  and  thrown  into  doubt.  As  the  castle  burns  the  bud 
on  the  top  bursts  into  a  giant  chrysanthemum;  in  other  words, 
as  the  body  disappears,  the  soul,  formerly  potential  but  im¬ 
prisoned,  is  released  and  becomes  beautiful.  That  this  is  more 
than  symbol  for  Strindberg  is  evidenced  by  the  letter  he  wrote 
to  Carl  Larsson  on  the  2d  of  November,  1901 :  “  Life  has  become 
more  and  more  dream-like  and  inexplicable  for  me  —  possibly 
death  is  really  the  awakening!  ”  61 

The  riddle  of  life  is  symbolized  by  the  secret  door  with  the 
trefoil  opening.62  When  the  door  is  finally  opened  there  seems 
to  be  nothing  behind  it,  and  the  Dean  of  the  Theological  Faculty 
cries  out:  “  Nothing!  That’s  the  solution  to  the  riddle  of  the 
universe  —  Out  of  nothing  God  created  Heaven  and  earth  in  the 
beginning.”  63  But  Lamm  adds  a  wise  word:  it  is  the  Dean  of 
Theology  who  speaks  and  not  the  Daughter  of  Indra ;  and,  inas¬ 
much  as  the  Dean  is  a  subject  of  Strindberg’s  satire,  it  scarcely 
follows  that  his  words  should  be  taken  as  the  dramatist’s  own 
opinion.  The  real  answer  is  not  given  to  Deans  of  Faculties!  It 
comes  only  to  the  Poet,  when  near  the  end  of  the  drama  the 
Daughter  says  to  him:  “  The  World,  life  and  mankind  are  thus 
only  a  phantom,  an  apparition,  an  image  out  of  a  dream !  ”  64  If 
this  is  the  answer  to  be  accepted,  th§n  neither  the  Glazier  nor  the 
Deans  can  possibly  find  anything  behind  the  door.  None  of 
mankind  can  guess  the  answer  to  the  riddle  of  existence,  but  the 
Daughter  of  Indra  may  whisper  the  solution  in  the  soul  of  the 
Poet. 

The  shawl 65  is  obviously  the  cloak  of  human  misery,  for  it  is 

61  Lamm,  II,  315. 

62  Strindberg,  XXXVI,  233,  238,  239,  241,  242,  243,  247,  267,  289,  310, 
312,  316,  317  (see  Lamm,  II,  326:  such  a  door  was  actually  in  the  old 
Dramatic  theater  in  Stockholm  and  Strindberg  was  continually  wondering 
what  was  behind  it  when  he  was  waiting  for  Harriet  Bosse). 

62  Ibid.,  p.  317. 

84  Ibid.,  p.  324  (see  also  above,  p.  182). 

65  Ibid.,  pp.  231,  236,  237,  244,  245,  248,  327. 
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heavy  with  all  the  human  woes  that  have  come  to  the  Portress 
during  thirty  years;  and  it  seems  to  weigh  down  and  burn  the 
individual  who  wears  it.  In  To  Damascus,  I,  the  Lady  was 
constantly  engaged  in  a  bit  of  fancy  work  that  became  extremely 
dirty  before  the  end  of  the  wanderings,  though  the  Unknown 
remarked  that  it  could  be  washed.66  In  A  Dream  Play  the 
Lawyer  desires  to  burn  the  shawl  with  all  its  miseries  and  sor¬ 
rows,  but  the  Daughter  first  wants  it  full  before  she  disposes  of 
it.67  A  little  later,  however,  she  announces  that  she  has  actually 
washed  the  shawl.68  But  even  washing  seems  to  be  of  no  avail, 
for  the  shawl  is  burned  at  the  end  of  the  drama  when  the  Daughter 
is  preparing  to  forsake  this  world.69  Here  the  meaning  is  clear; 
when  we  forsake  the  body  we  also  leave  behind  us  the  cloak  of 
miseries  and  sorrows  that  covers  our  existence. 

RELATION  TO  MUSIC 

Music  is  used  as  a  mood  accompaniment  to  the  drama  rather 
frequently.70  In  one  scene  there  is  also  a  musical  antithesis  in 
which  Ugly  Edith  71  plays  on  the  piano  Sebastian  Bach’s  Toccata 
con  Fuga,  No.  10,  in  opposition  to  the  waltz  that  is  coming  from 
the  dance  hall.  In  the  stage  directions  Strindberg  gives  a  clear 
indication  of  the  struggle:  “  The  waltz  from  the  hall  is  first  heard 
softly  but  rises  as  though  battling  against  Bach’s  Toccata. 
Edith,  however,  plays  it  down  and  brings  it  to  silence.  The 
guests  at  the  ball  appear  in  the  doors  and  listen  to  her  playing; 
all  on  the  stage  stand  attentively  listening.”  73  Music  accom¬ 
panies  the  leitmotif  in  The  Bridal  Crown ,73  but  not  that  in  A 

66  Strindberg,  XXIX,  125. 

Ibid.,  XXXVI,  245.  «8  ibid.,  p.  248. 

69  Ibid.,  p.  327. 

7°  Ibid.,  pp.  238,  248,  250,  270,  272,  277,  278,  297-300,  307,  330. 

71  Is  an  antithesis  also  implied  in  the  situation  itself.  Ugly  Edith  has 
command  of  beautiful  music? 

72  Strindberg,  XXXVI,  278.  73  gee  above,  p.  174. 
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Dream  Play.  The  sentence  which  is  repeated  so  often,  almost 
exclusively  by  the  Daughter  of  Indra,  is  the  main  theme  of  the 
drama:  “  Mankind  is  to  be  pitied!  ”  74 

There  are  several  elements  of  the  so-called  contrapuntal 
method  that  are  perfectly  obvious.  The  symbols,  the  leitmotif 
and  the  idea  of  suffering  73  weave  in  and  out  of  the  play.  Then, 
again,  there  is  the  repetition  of  the  scene  in  which  the  Officer 
calls  for  Victoria.76  The  Poet  also  adds  to  the  warp  and  woof  of 
the  pattern  by  declaring  that  he  dimly  recalls  living  through  that 
scene  once  'before.  There  is  also  the  shadow  of  a  return  to  the 
style  of  staging  given  in  To  Damascus,  I.  The  first  and  last 
scenes  are  identical  in  setting,  and  give  the  same  impression  that 
one  gains  from  To  Damascus,  I ;  the  whole  drama  seems  like  a 
paradox  of  fixed  motion.  There  has  been  constant  change  and 
activity,  but  the  return  to  the  original  starting  point  reminds  one 
that  the  action  has  come  from  one’s  own  imagination  and  like 
a  dream  has  disappeared  on  awakening.  Then,  too,  there  is  a 
rather  clumsy  passing  in  review  of  all  the  characters  of  the  play.77 
The  Daughter,  Portress,  Officer,  Bill-poster,  Glazier,  Lawyer, 
Quarantine  Master,  Victoria,  Ugly  Edith  and  the  Blind  Man  all 
pass  over  the  stage  and  contribute  something  to  the  flames,  at 
the  same  time  that  Don  Juan  rolls  across  the  stage  in  a  wheel¬ 
chair!  This  is  an  attempt  to  manipulate  again  the  contrapuntal 
staging  of  To  Damascus,  but  is  admittedly  rather  unsuccessful.78 
The  contrapuntal  turning  point  of  the  drama  seems  to  be  at  the 
Fairhaven  and  Foulstrand  scenes;  but,  according  to  Lamm, 
Strindberg  apparently  grew  weary  and  hurried  back  to  the 
original  scene  without  too  much  regard  for  his  method. 

74  Strindberg,  XXXVI,  229,  231,  246,  249,  259,  276,  284,  318. 

75  Ibid.,  pp.  219,  224,  226,  229,  230,  231,  237,  246,  249,  250,  252,  270,  275, 
283,  284,  285,  289,  290,  299,  321,  329. 

76  Ibid.,  pp.  232,  310. 

77  Ibid.,  pp.  326-329. 

78  Lamm,  II,  318. 
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There  is,  furthermore,  another  very  striking  appearance  of 
contrapuntal  style,  the  constant  reiteration  of  antitheses.79  The 
Officer’s  comment,  “  This  curious  world  of  contradictions,”  runs 
through  the  entire  drama  in  various  shapes  and  manifestations. 
With  its  manifold  changes  and  yet  constant  progression  this  con¬ 
cept  of  antitheses  becomes  the  most  important  in  the  contra¬ 
puntal  element  of  A  Dream  Play.  It  establishes  harmonies  and 
discords  throughout  in  its  vertical  contacts  with  the  leitmotif, 
and  the  element  of  suffering.  Yet,  the  antithesis,  like  the  other 
elements,  is  also  in  constant  horizontal  progression. 

It  is  impossible  for  drama  to  be  as  immediate  as  music  in 
transmuting  objective  experience  into  feeling,  but  A  Dream  Play 
has  certainly  accomplished  much  within  the  limits  of  its  art-form. 
The  play  not  only  employs  music  as  sound  to  pitch  the  mood  of 
various  situations,  but  also  uses  the  so-called  contrapuntal 
method  of  dialogue.  In  this  respect  A  Dream  Play  becomes  fully 
rounded  out  as  an  expressionistic  drama,  for  practically  'all  fac¬ 
tors  are  present. 

THE  WORTH  OF  MAN 

The  leitmotif  of  A  Dream  Play,  “  Mankind  is  to  be  pitied,” 
sounds  also  the  expressionistic  note  of  the  worth  of  man.  The 
well-nigh  innumerable  references  to  sufferings,  complaints  and 
misery  give  us  a  score  in  minor  that  is  relieved  by  the  theme  in 
major,  “  Mankind  is  to  be  pitied  !  ”  It  is  an  ancestor  to  the  plea 
in  later  expressionism  for  the  worth  of  man.  At  the  end  of  the 
drama  the  Daughter  of  Indra  promises  to  carry  the  cause  of  man¬ 
kind  “  to  the  throne  ”  of  Indra  himself. 

The  selection  of  a  Daughter  of  the  Gods  instead  of  a  Son  is  in 
accordance  with  Strindberg’s  hope  of  being  reconciled  to  life 
through  the  agency  of  woman.  Strindberg,  of  course,  could  not 

79  Strindberg,  XXXVI,  225,  250,  252,  259,  265,  269,  275,  284,  286,  288, 
290,  291,  292,  294,  296,  305-306,  307-308,  312-315,  316,  317,  319,  324,  325,  326, 
329. 
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resist  giving  Indra’s  Daughter  some  touches  which  betray  his 
disgust  with  women;  for  instance,  the  Daughter  is  a  most  abom¬ 
inable  housekeeper.  Yet  Strindberg  could  well  defend  himself 
with  the  argument  that  it  was  necessary  to  give  Indra’s  Daughter 
the  guise  as  well  as  the  experiences  of  mankind  so  that  she  could 
later  report  to  the  Almighty  Father  on  the  lot  of  men. 

CONCLUSION 

“  A  Dream  Play,”  like  To  Damascus,  is  an  exquisite  expres¬ 
sionists  drama.  It  is  well  rounded  out  with  all  the  characteristics 
of  expressionism;  and  these  are,  furthermore,  well  moulded  into 
the  art-product.  Typification,  autobiographical  data,  dream 
character,  distortion,  contrapuntal  method  and  other  factors 
leave  not  the  echo  of  suspicion  that  A  Dream  Play  can  be  any¬ 
thing  but  an  expressionistic  drama. 


CHAPTER  VI 
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CHAMBER  PLAYS 


Opus  1.  The  Thunderstorm 


ANDAU  comments  on  the  musical  construction  of  The  Thun¬ 


derstorm:  1  “  Musikalisch  ist  der  ganze  Aufbau  von  Stricken, 
wie  Das  Gewitter,  wo  dieselben  Motive  wiederkehren,  dieselben 
Themen  stets  von  neuem  angeschlagen  werden.”  2  It  is  true  that 
the  outstanding  characteristic  of  this  play  is  its  similarity  to 
music  in  construction,  as  analysis  soon  proves.  The  memories 
of  the  Master  bob  up  constantly,3  the  new  occupants  of  the  house 
remain  as  shadows  early  in  the  drama,4  the  storm  adds  to  the 
mood,5  man  is  murdered  when  his  honor  is  slain,6  hate  is  in  the 
atmosphere,7  and  the  Master  is  proud  that  in  spite  of  his  fifty 
years  he  was  not  too  old  for  the  young  wife,  inasmuch  as  they 
soon  had  a  child.8 

There  is  also  the  autobiographical  element  behind  the  play. 
The  Master  is  an  image  of  Strindberg,  and  the  Brother  is  mod¬ 
elled  after  Strindberg’s  own  brother  Axel,  who  used  to  visit  the 
dramatist  frequently.9  Apart  from  this  autobiographical  factor 
and  that  of  music,  however,  the  play  is  almost  lost  in  an  im¬ 
pressionistic  haze  of  memories.  It  is  certainly  not  an  outstand- 

1  Written  1907. 

2  Landau,  “  Strindberg  als  Dramatiker  des  Expressionismus,”  Die 
deutsche  Buhne,  May  24,  1920,  p.  374. 

3  Strindberg,  XLV,  11,  17,  20,  26,  29,  33,  34,  39,  40,  41,  42,  64,  74. 

4  Ibid.,  pp.  9,  13,  20,  21,  22,  24,  25,  37,  48. 

5  Ibid.,  pp.  21,  41,  47,  58,  68. 

6  Ibid.,  pp.  15,  16,  28,  30,  52,  68.  8  Ibid.,  pp.  15,  16,  27,  51. 

i  Ibid.,  pp.  26,  43,  52,  53,  68.  9  Lamm,  II,  375. 
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ingly  expressionistic  play,  in  spite  of  some  factors.  It  might 
yield  more  readily  to  analysis  according  to  norms  of  im¬ 
pressionism. 

Opus  2.  After  the  Fire 

The  second  of  the  chamber  plays,  After  the  Fire, 10  compares 
rather  favorably  with  The  Thunderstorm.  It  also  has  the  auto¬ 
biographical  background,  and  the  whole  play  is  built  up  on  the 
resurgence  of  the  past,  first  in  memories  and  then  in  fact,  through 
the  gutting  of  the  burned  dwelling.  The  memories,  all  built  up 
on  misinformation  or  fabrications,  are  blasted  when  the  fire 
brings  facts  to  light. 

One  item  in  the  play  11  expresses  the  point  of  view  that  all 
things  are  woven  together,  but  so  woven  that  each  individual 
seems  to  have  the  whole  scene  before  him  separately.  The 
Stranger,  who  has  discussed  the  product  of  the  “  world-weaver,” 
also  declares  that  he  feels  like  a  sleepwalker  on  the  edge  of  a 
roof.  He  knows  that  he  is  asleep  and  yet  he  is  awake.  He  also 
refers  to  the  distortion  of  objective  reality:  .  .  when  one  is 

born  without  a  film  on  the  eyes,  then  one  can  see  life  and  men 
as  they  are  .  .  .  and  one  would  be  a  swine  if  he  could  thrive  in 
this  sludge.  —  But  when  one  has  had  his  fill  of  the  blue  mists  he 
turns  his  eyes  inside  out  and  looks  within  his  own  soul.  There 
one  finds  something  really  worth  looking  at  —  Himself!  But 
when  one  has  seen  himself,  he  dies !  ” 12  This  is  obviously  very 
close  to  expressionism,  but  the  evidence  is  by  no  means  convinc¬ 
ing.  After  the  Fire  does  not  respond  very  well  to  expressionistic 
analysis. 

Opus  3.  The  Ghost  Sonata 

In  The  Ghost  Sonata  13  we  encounter  once  more  a  full-fledged 
expressionistic  drama.  The  mere  reading  of  the  play  carries 

10  Written  1907. 

11  Strindberg,  XLV,  96-97.  12  Ibid.,  pp.  138-139. 

13  Written  1907  (see  note  in  item  64,  list  of  Strindberg’s  plays,  p.  219). 
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conviction  of  the  soundness  of  the  judgment,  and  analysis  fur¬ 
nishes  the  evidence.  The  play  is  filled  with  autobiographical 
data,  antitheses,  distortion,  contrapuntal  dialogue,  pantomime, 
pause  and  continuous  wide-awake  dreaming.  Strindberg’s  letter 
of  March  27,  1907,  to  Emil  Schering  gives  further  strength  to  the 
evidence  of  expressionism:  The  Ghost  Sonata  “  ist  furchtbar  wie 
das  Leben,  wenn  einem  die  Schuppen  von  den  Augen  fallen  und 
man  ‘  Das  Ding  an  sich  ’  sieht.”  14 

The  autobiographical  content  of  the  play  is  found  especially 
in  the  discussions  of  the  Student  and  the  Young  Lady  concern¬ 
ing  the  annoying  duties  of  a  household.  In  a  letter  of  April  7, 
1907,  Strindberg  indicates  the  importance  of  some  of  these  de¬ 
tails:  “  Vergessen  Sie  nicht  die  Sojaflasche,  das  Kolorit,  unter 
der  ich  jetzt  dreissig  Tage  gelitten;  habe  gefarbtes  Wasser  geges- 
sen!  ” 15  Lamm  shows  rather  clearly  that  the  drama  gathered 
much  material  from  Strindberg’s  troubles  in  March,  1907;  he 
had  difficulties  with  servants,  with  his  quarters,  with  food,  and 
with  all  that  goes  to  make  up  a  household.16  The  recurrence  of 
the  same  ideas  in  The  Pelican  shows  how  much  Strindberg  was 
affected  by  forty  days  of  household  disorder. 

For  an  immediate  representative  of  Strindberg  in  the  play 
there  is  no  question  but  that  the  Student,  a  child  of  extraordinary 
vision,  owing  to  his  birth  on  a  Sunday,  is  the  dramatist  himself. 
In  any  attempt  at  identification,  however,  we  must  bear  in  mind 
the  caution  that  Strindberg  administered  to  Schering:  “Nun 
bitte  ich  Sie,  lesen  Sie  meine  neuen  Dramen  nur  als  solche ;  es  ist 
Mosaik  wie  gewohnlich,  aus  fremden  und  eigenem  Leben;  aber 
bitte,  nehmen  Sie  es  nicht  als  Selbstbiographie  oder  als  Bekennt- 
nisse.  Was  nicht  mit  der  Tatsache  stimmt,  ist  gedichtet,  nicht 
gelogen.”17  One  cannot  take  the  characters  out  of  an  expres- 

14  Strindberg,  Werke,  Abt.  8,  Bd.  Ill,  202. 

15  Ibid.,  p.  207. 

16  Lamm,  II,  399. 

17  Strindberg,  Werke,  Abt.  8,  Bd.  Ill,  204  (letter  of  April  2,  1907). 
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sionistic  play  and  fit  them  exactly  to  individuals  any  more  than 
one  can  take  an  expressionistic  painting  and  make  the  details  of 
line  and  color  agree  with  the  original  object.  A  psychoanalyst 
would  do  the  well-nigh  impossible  and  make  identifications,  but 
the  critic  of  expressionistic  drama  is  responsible  only  for  pointing 
out  likenesses  and  distortions. 

The  characters  of  The  Ghost  Sonata  are  certainly  a  queer  lot. 
The  Old  Man,  Director  Hummel,  and  the  cook  are  vampires  who 
seem  like  devastating  dragons  out  of  fairy  lore.  The  Old  Man 
is  eighty  years  of  age,18  but  he  has  an  infinitely  long  life  behind 
him ; 19  and,  from  his  interest  in  the  destinies  of  all  people,20  it 
would  seem  that  time  has  had  no  place  in  his  life.  He  is  also  a 
“  troll  ’’-man  21  and  “  has  been  everything.”  22  If  this  drama  is 
“  Mosaik  wie  gewohnlich,  aus  fremden  und  eigenem  Leben,”  then 
surely  this  character  of  the  Old  Man  must  be  a  distortion  of 
Strindberg’s  experiences  with  a  certain  individual  or  else  a  group 
of  individuals. 

The  Student,  too,  is  an  unusual  figure.  He  is  a  “  Sunday  child  ” 
and  is  gifted  with  vision  that  children  born  on  week-days  never 
have.23  He  sees  the  Milkmaid  when  she  is  invisible  to  the  Old 
Man; 24  likewise,  he  sees  the  Dead  One,  when  the  Old  Man  sees 
nothing; 25  and,  later,  only  the  Student  and  the  Old  Man  see  the 
Milkmaid.26  The  Student  also  considers  the  Young  Lady  beau¬ 
tiful,  and  the  Old  Man  remarks  that  the  Young  Man  sees  what 
others  cannot.27 

The  Milkmaid  and  the  Dead  One  are  naturally  enough  silent 

18  Strindberg,  XLV,  158. 

19  Ibid.,  p.  163. 

20  Ibid.,  p.  158  (also  has  knowledge  of  everyone,  Ibid.,  p.  157). 

21  Ibid.,  p.  178.  24  Ibid.,  p.  150. 

22  Ibid.,  p.  168.  25  Ibid.,  p.  166. 

23  Ibid.,  p.  159.  26  Ibid.,  p.  173. 

27  Ibid.,  p.  163  (this  statement  is  obviously  and  perhaps  intentionally 
ambiguous;  a  young  man  always  sees  in  a  certain  young  lady  what  others 
fail  to  observe). 
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figures,  and  many  of  the  other  characters  have  little  or  nothing 
to  say.  The  Mummy,  however,  is  another  clear  distortion  of 
observed  reality.  In  the  early  part  of  the  play,28  the  Old  Man 
says  that  the  Colonel’s  wife  sits  inside  the  house  like  a  mummy 
and  worships  her  own  statue,  and  Johansson  later  develops  the 
concept  with  the  aid  of  the  Mummy’s  voice.29  When  the  Colonel’s 
wife  is  first  shown  to  the  spectators  she  appears  like  the  distor¬ 
tion  that  the  Old  Man  and  Johansson  have  presented,30  and  she 
prattles  meaningless  stuff.  Yet  she  talks  seriously  soon  after 
meeting  the  Old  Man  and  toward  the  end  of  the  play  gives  him 
the  role  of  Mummy.31 

This  element  of  distortion  also  extends  to  the  afternoon  tea 
which  is  first  described  to  us  as  a  “  ghost  supper.”  32  When  the 
guests  are  finally  assembled  for  this  tea,  the  atmosphere  is  such 
that  the  social  function  becomes  quite  spectral.33  The  whole 
play  is,  in  fact,  an  excellent  illustration  of  the  principle  of  dis¬ 
tortion.  Things  are  distorted  in  order  that  we  may  get  a  closer 
view  of  truth  subjectively. 

The  speech  of  the  Student  toward  the  end  of  the  play  is  espe¬ 
cially  significant  in  showing  the  pattern  of  distortion  in  this  play. 
He  implies  that  his  -conversation  with  the  Young  Lady  should  be 
interpreted  in  the  same  manner  that  he  presents  an  experience 
of  his  father’s.  The  Student’s  father  had  invited  a  large  number 
of  guests.  Weary  with  the  day’s  work  and  with  the  struggle 
“  att  dels  tiga,  dels  prata  skit,  med  gasterna  ”  the  father  finally 
told  all  his  guests  to  “  go  to  hell !  ”  The  Student,  too,  is  weary 
and  strikes  through  everything. 

By  keeping  silent  too  long  one  collects  the  still  waters  that  rot,  and  so 
it  is  in  this  house  too.  There  is  something  rotten  here.  And  I  thought  that 
it  was  paradise  when  I  saw  you  enter  here  for  the  first  time.  .  .  .  Then  it 
was  on  a  Sunday  morning  I  stood  and  looked  inside.  I  saw  a  Colonel 

28  Strindberg,  XLV,  p.  159  (see  Lamm,  II,  394). 

29  Ibid.,  p.  175. 

30  Ibid.,  p.  179. 


31  Ibid.,  p.  194. 

32  Ibid.,  p.  174. 

33  Ibid.,  pp.  190-193. 
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who  was  no  colonel.  I  had  a  noble  benefactor  who  was  a  bandit  and  had  to 
hang  himself.  I  saw  a  Mummy  who  was  none  and  a  maid  —  by  the  way, 
where  do  you  find  virginity?  where  beauty?  In  nature  and  in  my  mind 
when  it  is  dressed  in  Sunday  clothes.  Where  is  honor  and  faith?  In  the 
sagas  and  the  fancies  of  children.  Where  can  I  find  anything  that  maintains 
what  it  promises?  —  In  my  imagination!  *  *  *  There  are  poisons  that 
blind  you  and  poisons  that  open  the  eyes  —  I  must  have  been  born  with  the 
latter,  for  I  cannot  regard  the  ugly  as  beautiful,  nor  call  evil  good  —  I  can¬ 
not  !  Jesus  Christ  descended  into  hell ;  that  was  his  wandering  on  earth,  — 
this  madhouse,  this  prison,  this  morgue  of  an  earth.  And  the  madmen  killed 
him  when  he  wished  to  deliver  them,  but  the  thief  was  let  loose.  The  robber 
always  gets  sympathy!  Woe!  Woe  unto  us  all!  Saviour  of  the  World, 
save  us  —  we  perish.”  34 


The  Student  shows  clearly  that  all  objective  reality  is  after  all 
not  what  it  seems.  One  has  to  turn  within  himself  in  order  to 
find  something  that  “  maintains  what  it  promises.”  Essential 
reality  is  within  the  ego  and  not  in  the  empirical  world. 

This  turning  to  one’s  own  ego  almost  brought  Strindberg  to 
the  point  of  creating  a  new  dramatic  form  which  he  called  the 
monodrama,  a  play  in  which  only  one  character  would  be  on  the 
stage  and  the  dialogue  would  be  maintained  between  this  one 
character  and  voices  off  stage.35  There  is  a  hint  of  this  type 
of  play  in  The  Stronger  36  in  which  there  are  two  characters  on 
the  stage,  but  only  one  speaks  throughout  the  entire  play.  The 
one  clear  example  of  the  monodrama  is  the  Prologue  to  A  Dream 
Play.  In  this  Prologue  Indra’s  Daughter  alone  appears  on  the 
stage  and  the  dialogue  is  maintained  by  the  voice  of  Indra  off 
stage.  But,  had  Strindberg  proceeded  with  the  monodrama,  he 
might  have  sunk  so  wholly  within  the  ego  that  his  drama  would 
have  been  in  serious  danger  of  turning  into  monomania  drama. 
As  it  is,  Strindberg  has  well  developed  the  expressionistic  monol- 
ogist  in  To  Damascus  and  The  Great  Highway. 

Music  as  sound  occurs  rather  infrequently  in  The  Ghost 
Sonata,37  but  the  drama  well  illustrates  the  contrapuntal  form  of 

34  Ibid.,  pp.  208-210  .  36  Written  1888-89. 

33  Lamm,  II,  365.  37  Strindberg,  XLV,  150,  195,  210,  211. 
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dialogue.  Antitheses,  for  example,  meet  us  throughout  the  drama 
in  different  guise.  Fame  and  blame  go  together.38  The  Student’s 
father  and  the  Old  Man  are  both  described  as  scoundrels  and  as 
benefactors  in  their  relations  with  each  other.39  The  Old  Man 
and  his  fiancee  had  plighted  everlasting  troth,  but  at  the  time  of 
the  play  they  do  not  even  recognize  each  other.40  The  Old  Man 
says  that  during  his  entire  life  he  has  always  taken  but  now  he 
has  the  irresistible  desire  to  give.41  The  Old  Man  refers  to  the 
Dead  One  as  “a  well-doing  scoundrel.” 42  Johansson  says: 
“  This  is  a  horrible  house  .  .  .  and  the  Student  desired  to  come 
here  as  though  to  a  paradise.”  43  The  Student  declares  that  his 
father  was  well  but  crazy.44  And,  finally,  the  Student  speaks  of 
the  ugly  and  the  beautiful,  of  good  and  of  evil.45  These  an¬ 
titheses  may  appeal  to  one  as  more  or  less  accidental,  but  from 
our  knowledge  of  A  Dream  Play  with  its  mass  of  antitheses  it  is 
safe  to  assume  that  Strindberg  was  still  consciously  emphasizing 
“  this  curious  world  of  contradictions  ”  when  he  was  writing  The 
Ghost  Sonata. 

The  dialogue  and  staging  furnish  other  examples  of  the  con¬ 
trapuntal  method:  the  collapse  of  the  house,46  the  Japanese 
screen,47  the  statue  of  the  Colonel’s  wife,48  the  vision  of  the 
Milkmaid,49  hyacinths  and  the  hyacinth  room,50  the  opera 51 
and  the  vampires.52 

Pantomime  is  not  employed  very  much,53  but  pause  occurs 


43  Ibid.,  p.  177. 

44  Ibid.,  p.  207. 

45  Ibid.,  p.  209. 

46  Ibid.,  pp.  151,  160,  165,  169,  170,  188. 


38  Strindberg,  XLV,  152. 

39  Ibid.,  p.  154. 

40  Ibid.,  p.  161. 

41  Ibid.,  p.  164. 

42  Ibid.,  p.  167. 

47  Ibid.,  pp.  177,  182,  194,  196,  210. 

48  Ibid.,  pp.  149,  158,  159,  163,  174,  176,  177,  179. 

49  Ibid.,  pp.  150-151,  152,  160,  170,  172,  173,  193. 

50  Ibid.,  pp.  149,  159,  165,  174,  181,  188,  189,  196-198,  209. 

51  Ibid.,  pp.  156,  164,  165,  171,  173,  178. 

52  Ibid.,  pp.  163,  169,  184,  192,  193  (Old  Man) ;  199-201,  205,  209  (Cook). 
93  Ibid.,  pp.  150,  157,  172. 
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with  astonishing  frequency.54  These  elements,  however,  must 
not  be  considered  too  seriously  in  judging  a  drama.  When,  as  in 
The  Ghost  Sonata,  they  accompany  other  expressionistic  factors, 
they  help  to  complete  the  evidence,  but  when  they  stand  alone 
they  are  almost  useless  as  evidence. 

The  Ghost  Sonata  is  a  clear  example  of  the  dream  form  of 
play,  unless  one  is  thinking  of  gentle  fairy-tale  dreams.  Lamm 
does  not  think  that  this  play  has  dream  form,  but  at  the  same 
time  he  says  that  Strindberg  has  substituted  caricature  for 
reality.55  Lamm  calls  it  “  deformed  reality.”  From  our  knowl¬ 
edge  of  expressionism  we  readily  see  that  this  “  deformed  reality  ” 
is  dream  distortion,  or  distortion  that  arises  through  inner  ex¬ 
periences.  A  Dream  Play  gave  us  distortion  of  the  arrangement 
of  elements,  and  The  Ghost  Sonata  gives  us  in  addition  a  dis¬ 
tortion  of  the  elements  themselves.  In  fact,  through  this  factor 
of  distortion,  The  Ghost  Sonata  must  be  placed  with  the  expres¬ 
sionistic  dramas.  The  other  evidence  does  much  to  determine 
the  character  of  this  play,  but  the  element  of  distortion  is  the 
most  powerful  of  all. 

Opus  4-  The  Pelican 

The  fourth  chamber  play  takes  us  back  to  the  one-act  plays 
of  the  ’nineties,  as  Lamm  observes.56  The  Pelican  57  seems  like  a 
continuation  of  Facing  Death,58  except  that  in  the  former  play 
the  Mother  is  still  very  much  alive.  She  has  murdered  her  hus¬ 
band  both  physically  and  spiritually,  according  to  a  letter  re¬ 
ceived  by  the  Son.  The  letter  further  reveals  that  the  Mother 
has  been  the  vampire  in  the  family,  that  she  is  murdering  the 
children  as  surely  as  she  did  the  Father. 

si  Ibid.,  pp.  152,  154,  166,  181,  183(2),  184(2),  186,  190  (whole  page 
slowly  and  with  pauses),  191(6),  192,  195,  199,  201,  203,  204,  205,  206(2), 
207(2),  208. 

55  Lamm,  II,  393-395. 

56  Ibid.,  p.  405. 


57  Written  1907. 
es  Written  1893. 
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This  play  has  expressionistic  elements.  The  figure  of  the 
Mother  is  certainly  a  distortion  of  reality  by  magnification,  for 
no  such  human  vampire  could  long  escape  the  prison  or  the  insane 
asylum.  She  is  a  good  reproduction  of  the  cook  in  The  Ghost 
Sonata;  and,  like  the  cook,  owes  her  existence  partly  to  Strind¬ 
berg’s  unhappy  experiences  in  his  bachelor  quarters  during  March, 
1907.  The  Pelican  is  really  a  distorted  view  of  Strindberg’s  diffi¬ 
culties  with  food,  warmth  and  household  sanitation. 

In  The  Ghost  Sonata  there  were  visionary  creatures  and  dead 
ones  that  walked  about.  In  The  Pelican,  however,  the  super¬ 
natural  is  manifested  especially  by  inanimate  objects.  The 
rocking-chair  symbolizes  the  spirit  of  the  dead  father,  so  much 
so  that  whenever  the  chair  rocks  the  Mother  is  convinced  that 
some  invisible  creature  is  seated  there. 

Strindberg  once  thought  of  calling  this  play  The  Sleepwalker ,59 
In  many  respects  the  people  in  the  drama  are  “  sleepwalkers  in 
the  broad  daylight.”  The  Son-in-law  warns  the  Mother  that  the 
Daughter  is  beginning  to  awaken  from  her  sleepwalking.60  And 
the  Daughter,  in  a  conversation  with  the  Son,  cries  out,  “  Hush! 
I  am  walking  in  my  sleep,  I  know,  but  I  don’t  want  to  be  awak¬ 
ened!  For  then  I  should  not  be  able  to  live!  ”  The  Son  replies: 
“  Well,  but  don’t  you  think  we  are  all  sleepwalkers?  ”  61  A  little 
later  in  the  same  conversation  the  Daughter  remarks:  “I  can 
hear  your  thoughts  in  the  silence.  .  .  .  When  people  meet,  they 
talk,  talk  everlastingly  simply  that  they  may  conceal  their 
thoughts  ...  to  forget,  to  stupefy  themselves  .  .  .  they  wish  to 
hear  the  news  of  others,  but  they  hide  their  own !  ”  Gerda  knows 
that  she  is  a  sleepwalker  but  she  doesn’t  want  the  rude  awaken¬ 
ing,  so  she  talks  endlessly  to  stupefy  herself.  The  Son,  who  has 
awakened,62  is  so  distressed  by  what  he  sees  that  he  immediately 
proceeds  to  get  drunk  and  stay  drunk  that  he  may  preserve  the 


59  Lamm,  II,  406. 

60  Strindberg,  XLV,  238. 


61  Ibid.,  p.  246. 

62  Ibid.,  p.  251. 
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condition  of  former  days ;  otherwise,  he  fears  that  he  will  commit 
suicide.03  The  Mother  cries  out  that  at  last  she  is  awakening  “  as 
though  out  of  a  long,  long  sleep.”  64  But  Gerda  assures  her  a 
little  later  that  she  is  still  a  sleepwalker.65 

Music,  as  sound,  is  employed  in  The  Pelican.  As  the  play 
opens,  Chopin’s  Fantaisie  Impromptu,  Oeuvre  Posthume,  opus  66, 
is  played  off  stage.  The  stage  direction  before  the  second  scene 
states  that  Godard’s  Berceuse  from  Jocelyn  is  being  played  off 
stage,  but  there  is  no  indication  how  long  the  music  continues. 
The  last  part  of  the  drama  is  accompanied  by  Ferrari’s  waltz, 
11  me  disait,  which  is  likewise  played  off  stage.  The  contrapuntal 
method  also  has  some  place  in  this  drama;  the  spooky  rocking- 
chair  gains  attention  frequently,66  the  Son  has  always  been  cold 
and  hungry,67  and  the  figure  of  speech  comparing  the  Mother 
with  the  pelican  is  employed  several  times.68 

In  The  Dance  of  Death,  II,  the  vampire  was  very  active  during 
the  progress  of  the  drama  and  thus  added  materially  to  the  sense 
of  the  struggle.  In  The  Pelican,  on  the  other  hand,  the  larger 
part  of  the  vampire’s  work  has  preceded  the  drama  and  we  are 
given  only  the  last  few  spasms  of  this  stage  nightmare.  As  Lamm 
also  observes,89  The  Pelican  is  grotesque  while  The  Dance  of 
Death  is  tragic. 

The  Pelican  has  a  number  of  expressionistic  factors,  but  is  not 
a  strong  play  of  the  expressionistic  type.  We  must  admit  that 
the  judgment  of  The  Pelican  may  suffer  through  too  close  asso¬ 
ciation  with  the  more  artistically  moulded  The  Ghost  Sonata, 
and  also  suffers  from  too  much  attention  to  food  and  household 
matters  in  general.  The  play  should  at  least  be  put  on  the  fron¬ 
tiers  of  expressionism,  if  not  entirely  within  the  domain. 

63  Ibid.,  p.  267.  es  ibid^  pp_  236,  256,  263,  264-266,  268,  271. 

64  Ibid.,  p.  269.  67  ibid.,  pp.  216,  218,  223,  227,  247,  250. 

65  Ibid.,  p.  274.  68  ibid.,  pp.  229,  264,  266,  275,  279. 

69  Lamm,  II,  412. 
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Opus  5.  The  Black  Glove 

The  fifth  70  of  the  chamber  plays  has  for  its  subtitle  “  A 
Lyrical  Fantasy,”  which  should  augur  well  for  expressionistic 
material.  The  play  is  indeed  lyrical  and  is  a  fantasy,  but  on 
reading  it  we  find  altogether  too  much  scampering  about  of  the 
Brownie  to  permit  expressionistic  interpretation.  The  elements 
of  monologue,  pantomime,  pause,  music  as  sound,  and  contra¬ 
puntal  technique  are  all  present;  but  in  spite  of  these  elements 
the  play  is  staged  and  toned  in  the  mists  of  the  impressionist’s 
moments  of  beauty.  Even  the  Brownie  comments  somewhat  un¬ 
favorably  on  an  expressionist’s  attempt  to  get  -at  the  heart  of 
reality. 

The  Old  Man.  Who  is  there?  Are  you  a  living  thing  .  .  . 

The  Brownie.  To  be  is  to  be  apprehended  .  .  . 

You  have  apprehended  me! 

Therefore  I  am! 

The  Old  Man.  But  I  wish  to  feel,  I  want  to  take  hold  of  you! 

For  otherwise  you  don’t  exist  for  me! 

The  Brownie.  You  cannot  grasp  the  rainbow  but  it  is  nevertheless! 

The  mirage  of  the  desert,  of  the  sea,  exists  — 

I  am  a  mirage;  don’t  come  too  close  to  me, 

For  then  you  will  no  longer  see  me, 

Though  I  continue  to  be.71 

The  Brownie  further  informs  the  Old  Man  that  the  latter’s  at¬ 
tempt  to  find  unity  in  the  world  of  multiplicity  has  not  been  very 
fruitful,  for  it  is  so  easy  to  prove  multiplicity.  Once  more  essen¬ 
tial  happiness  comes  from  memories  as  the  Brownie  opens  the 
casket  which  contains  relics  of  the  past.  The  Old  Man  goes  into 
ecstasy,  and  Sinding’s  Fruhlingsrauschen  adds  to  the  mood. 

The  Black  Glove  with  its  musical  background  tempts  one  to 
put  it  in  the  expressionistic  classification.  Evidence  once  more 
holds  up  a  forbidding  hand. 


70  Written  1908-9. 


71  Strindberg,  XLV,  316. 
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The  Hollander 

The  fragment  The  Hollander  72  has  type  figures  in  the  dra¬ 
matis  personae.  The  Hollander  is  really  the  Flying  Dutchman 
who  is  being  punished  because  he  had  unfaithful  wives.73  In 
A  Dream  Play  the  Flying  Dutchman  had  already  been  through 
seven  marriages,  but  in  The  Hollander  he  has  a  background  of 
only  six.  The  seventh  wife  is  Lilith,  Adam’s  first  wife  and  the 
mother  of  all  demons,  according  to  rabbinical  documents.74 
Lilith  is  also  of  the  flesh,  fully  as  much  as  Wedekind’s  Lulu. 
Quite  fittingly  she  first  appears  to  the  Hollander  in  a  window, 
surrounded  by  men.  The  Mother  in  the  drama  is  a  rather 
shadowy  figure;  and  Ukko,  servant  to  the  Hollander,  and  him¬ 
self  an  unsuccessful  artist,  is  apparently  a  grotesque.  Ukko  may 
also  be  a  distortion  of  Geijerstam,  for  Ukko  saves  the  colors 
which  the  Hollander  prepares  and  the  latter  is  suspicious  that 
his  assistant  intends  to  use  them  for  his  own  glory.  In  the  same 
way,  Geijerstam  rendered  much  assistance  to  Strindberg,  but  the 
latter  felt  that  the  assistant  was  building  his  literary  works 
almost  entirely  on  the  Strindbergian  material.75 

The  first  part  of  the  play  is  certainly  of  dream  fabric.  The 
Hollander  is  seated  on  a  bench  in  a  small  park  of  a  seaport.  He 
speaks  in  a  long  monologue  until  interrupted  by  the  appearance 
of  Lilith  in  the  window.  Then,  another  monologue  is  later  broken 
by  the  entrance  of  the  Mother.  The  dialogue  considers  the  six 
wives  of  the  Hollander;  and,  according  to  the  husband,  each  of 
the  wives  was  at  fault!  The  Mother,  who  is  clearly  not  of  earth 

72  Written  1902  (see  Lamm,  II,  336). 

73  See  above,  pp.  186-187. 

74  Strindberg,  Samlade  otryckta  skrijter,  I,  217. 

75  See  Erdmann,  Strindberg,  p.  773.  Note  also  that  in  the  novels 
Gotiska  rummen  and  Svarta  janor,  Strindberg,  XL  and  XLI,  Geijerstam  is 
portrayed  in  the  character  of  “Little  Zachris  ”  (see  Erdmann,  p.  769). 
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stuff  alone  (perhaps  she  is  the  All  Mother,  the  Eternal  Feminine) , 
promises  to  give  the  Hollander  illusions  once  more;  she  will  put 
him  in  society  in  the  guise  of  a  great  painter.  Hardly  has  she  gone 
before  the  Hollander  wishes  that  the  apothecary  were  open  that 
he  might  buy  sleeping  powders.  His  wish  is  no  sooner  expressed 
than  the  apothecary  himself  appears  and  delivers  the  powders. 
Another  rubbing  of  the  Aladdin  lamp  of  desire,  and  the  Hollander 
receives  a  spoon.  But  he  discovers  that  he  cannot  differentiate 
between  reality  of  consciousness  and  of  dream,  so  he  cries  out: 
“This  is  just  like  a  dream;  what  need  have  I  then  of  sleeping 
powders!”76  So  he  throws  away  the  powders  and  the  spoon. 
Ukko  appears  and  attaches  himself  as  servant  to  the  “  great 
master,”  and  a  maid  comes  out  of  the  apartment  house  to  ask 
if  her  “  Master  ”  desires  anything.  The  Mother  evidently  has 
fulfilled  her  promise.  The  Hollander  is,  in  the  very  first  scene, 
already  a  great  painter,  and  his  quarters  are  a  luxurious  apart¬ 
ment  in  the  building  opposite  the  park.  This  first  scene  is  clearly 
dream  stuff  all  the  way  through;  indeed,  radiation  from  the 
dream  desire  of  the  Hollander. 

In  the  second  tableau  the  Hollander  is  installed  in  his  apartment 
and  Ukko  is  his  assistant  artist.  Lilith  calls,  and,  despite  all  the 
warnings  and  protests  on  the  part  of  Ukko,  she  is  admitted.  The 
Hollander  seems  to  have  known  her  before.  He  remembers  as 
though  in  a  dream,  an  ugly  dream,  that  he  has  seen  Lilith  in  a 
window  surrounded  by  men.  Lilith  explains  that  she  actually 
was  the  person  in  the  window,  but  it  was  an  innocent  affair,  her 
relative’s  birthday  party.  The  Hollander  also  dimly  recalls  that 
he  knew  her,  or  someone  like  her,  in  Amsterdam ;  but  “  must  have 
dreamt  it!  You  see  that  when  a  man  has  lived  as  long  as  I  have, 
dreams  and  experiences  are  blended.”  77  Clearly  enough,  Lilith 
is  just  what  her  name  explains,  Adam’s  first  wife,  and  the  mother 
of  at  least  six  demons:  the  Hollander’s  former  wives!  She  is, 

76  Strindberg,  Samlade  otryckta  skrifter,  I,  216.  77  Ibid.,  p.  235. 
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however,  also  portrayed  as  typical  woman,78  for  as  such  she  gives 
the  Hollander  dream  remembrances  of  his  former  wives  and  of 
other  women  he  has  known. 

In  a  very  short  time  the  Hollander  and  Lilith  agree  to  live 
together.  The  former  claps  his  hands,  the  scenes  open  and  the 
Hollander  points  to  their  home:  “Step  in,  my  Wife,  in  your 
home!  —  May  God  watch  over  our  union!  ” 79  An  Unseen  Choir 
also  sings: 

Eros  Basileus! 

Ruler  of  all ! 

Bow  down  hearts  and  minds! 

Extinguish  hate  and  selfishness! 

Thou  who  guidest  worlds 

With  love  almighty! 

Eros  Basileus! 

Ukko  enters,  observes  the  pair,  and  makes  his  comments  on 
“  love-hate,  the  sweet  poison,  the  gentle  scourge!  the  mild  Fury 
born  of  night  and  hate!  ”  Ukko  ends  his  speech  with  the  ex¬ 
hortation,  “  0  Love,  come,  complete  the  work.”. 

Love  has  evidently  completed  the  work  by  the  time  of  the  third 
tableau,  for  already  the  sex  struggle  has  begun.  Lilith  soon  de¬ 
parts  and  the  Hollander  breathes  more  easily  again.  The  frag¬ 
ment  ends  in  this  tableau  with  a  comment  by  Ukko  that  the  whole 
town  knows  Lilith,  even  if  the  Hollander  does  not.  This  state¬ 
ment  carries  a  dual  implication:  Lilith  as  an  individual  woman 
in  the  play  is  a  harlot;  and  she  is  a  typical  woman.  This  does 
not  mean  that  all  women  are  harlots,  but  implies  that  woman  is 
essentially  unmoral.  She  is  lacking  in  the  intellect  that  pro¬ 
nounces  ethical  distinctions,  and  consequently  must  yield  either 
to  the  urge  of  her  instincts  or  else  be  controlled  by  a  stronger 

78  “  Madonna  worshipers  ”  may  deny  that  Lilith  is  typical  woman ;  or, 
indeed,  Laura  in  The  Father,  or  Alice  in  The  Dance  of  Death.  They 
should  not  forget,  however,  that  even  Strindberg  worshiped  woman  as 
“  Madonna  ”  at  the  same  time  that  he  appraised  her  as  woman. 

79  Strindberg,  Samlade  otryckta  skrifter,  I,  246. 
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being,  a  man.  Lilith  remains  typical  even  though  she  is  qualified 
as  a  harlot. 

This  fragment  has  autobiographical  elements,  with  the  Hol¬ 
lander  as  mouthpiece  for  the  dramatist.  The  drama  is  also  a  fair 
example  of  Ausstrahlungen  des  Ichs,  for  everything  develops 
through  the  one  character,  the  Hollander.  All  the  figures  are 
products  of  his  own  mind,  and  the  scenes  are  visions  flowing  from 
his  imagination.  The  unwritten  fourth  tableau  is  the  same  in 
setting  as  the  first,  a  possible  indication  that  the  last  tableau 
would  return  to  the  original  dream  fabric. 

The  drama  also  makes  use  of  music  as  sound 80  and  of  the 
contrapuntal  method.  Antitheses,81  the  element  of  hate,82  the 
idea  of  reconciliation  through  woman,83  all  build  up  the  con- 
trapuntally  styled  dialogue.  Monologue  84  and  pause  85  add  a 
trifle  to  the  technical  evidence.  The  determining  factor,  how¬ 
ever,  is  Ausstrahlungen  des  Ichs,  which  is  so  strongly  in  evidence. 
The  fragment,  in  view  of  this  analysis,  should  be  classed  with  the 
expressionistic  dramas. 


“  TOTEN-INSEL  ” 

“  Toten-Insel  ”  86  also  has  characteristics  of  expressionism, 
and  might  have  developed  into  an  expressionistic  drama  had  it 
been  carried  beyond  the  second  scene.  The  dramatis  personae 
answer  the  qualifications  for  type  figures:  the  Watchman,  the  In¬ 
structor,  a  Shadow  Figure,  an  Invisible  Choir,  the  Dead  One,  Assir 
(who  was  the  Dead  One  in  the  first  division  of  the  play) ,  the  Wife, 
First  Daughter,  Second  Daughter,  the  Son,  the  Colleague. 

80  Strindberg,  Samlade  otryckta  skrifter,  I,  204,  242,  246. 

81  Ibid.,  pp.  205,  228,  244,  247,  250,  251,  253 

82  Ibid.,  pp.  208,  209,  211,  247,  249. 

88  Ibid.,  pp.  208,  211,  245. 

84  Ibid.,  pp.  203-204,  205,  215,  21&-219,  223. 

85  Ibid.,  pp.  234,  235,  236,  238,  239,  251,  254. 

86  Written  1906. 
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The  scene  is  laid  in  Hades  with  Bocklin’s  painting  of  Toten- 
Insel  on  a  curtain  for  the  background.  A  coffin  is  brought  in, 
the  Invisible  Choir  sings  and  the  Dead  One  awakens.  His  mind, 
however,  is  still  earth-bound,  so  he  continues  to  think  of  earthly 
things.  The  Dead  One  is  obviously  a  professor  who  has  been 
pained  almost  to  death  by  the  frantic  effort  to  get  to  school  on 
time,  read  his  themes,  get  enough  sleep,  pay  his  bills,  borrow 
money  and  manage  his  wife.  The  wife,  like  many  Strindbergian 
females,  seemed  to  radiate  more  unkindness  and  meanness  than 
love.  Above  all,  the  Dead  One  wants  repose!  The  first  scene 
closes  with  a  speech  from  the  Instructor:  “Peace,  Dead  Man, 
have  out  your  sleep  for  once.  No  school  bell  shall  awaken  you. 
The  ringing  now  is  over!  The  term  has  ended,  examinations  are 
set  aside  and  summer  leave  begins!  ” 87 

In  the  second  scene  the  Dead  One  is  renamed  “  Assir,”  meaning 
“  Earthman.”  According  to  the  Swedenborgian  principle  that 
one  continues  after  death  what  one  has  done  in  life,88  Assir  also 
proceeds  with  his  earthly  task  of  correcting  themes.  The  In¬ 
structor  interrupts  him  with  a  question: 

Instructor  ( sitting  down).  What  are  you  correcting? 

.Assir.  Themes!  Here  is  one  who  has  written  on  “  Life  is  a  dream.” 

Instructor.  Well?  What  do  you  think  of  it? 

.Assir.  Why,  life  can’t  be  a  dream.  Then  it  would  be  just  nonsense! 

Instructor.  But  why?  Can’t  a  dream  be  instructive?  Have  you  never 
had  a  dream  of  that  kind?  89 

They  talk  of  dream  for  a  time  without  coming  to  any  definite 
conclusion,  except  that  Assir  cannot  determine  what  is  dream  and 
what  is  reality.  The  Instructor  then  cautions  him:  the  professor 
should  be  a  bit  more  careful  in  the  correcting  of  themes.  The 
dream  motif  runs  through  the  entire  scene  until  the  Instructor 

87  Strindberg,  Samlade  otryckta  skrijter,  I,  299. 

88  Lamm,  II,  403. 

89  Strindberg,  Samlade  otryckta  skrijter,  I,  300. 
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touches  upon  drama  and  says:  “  If  life  is  a  dream,  then  a  drama 
is  a  dream  of  a  dream,  even  though  you  have  employed  it  as 
reality.”  90  The  scene  and  the  fragment  both  come  to  an  end  as 
Assir  longs  for  closer  contacts  “  with  Nature.” 

Assir.  But  I  want  good  company  and  beautiful  landscapes. 

The  Instructor.  You  will  receive  everything  you  wish  ...  as  long  as 
your  desire  is  reasonable!  .  .  .  Well,  then,  have  a  good  trip! 

Assir.  But  light !  light !  After  all  this  darkness ! 

The  Instructor.  After  the  night  comes  the  day;  only  in  the  darkness 
can  a  light  shine;  the  moon  gives  no  light  in  the  daytime,  but  the 
midnight  sun  gives  sunshine  in  the  deep  of  the  night !  91 

What  there  is  of  this  drama  is  assuredly  of  an  expressionistic 
nature.  That  the  dream  fabric  is  consciously  employed  is  well 
illustrated  by  the  Instructor’s  comments  on  life  and  drama.  The 
fragment  Toten-Insel  should  also  be  included  in  our  list  of 
Strindberg’s  expressionistic  dramas. 

90  Strindberg,  Samlade  otryckta  skrijter,  I,  308.  91  Ibid.,  pp.  309-310 


CHAPTER  VII 

CONCLUSION 

^jTHERE  is  need  for  a  restatement  of  the  problem  discussed  in 
this  work.  The  first  part  of  our  book  presented  a  systematic 
arrangement  of  the  critical  literature  on  expressionism  in  order 
to  set  down  norms  for  the  study  of  Strindberg’s  dramas.  We  put 
aside  the  problem  of  the  aesthetics  of  expressionism  as  not  perti¬ 
nent  to  our  particular  field  of  inquiry,  for  we  hold  that  the 
present  work  of  systematization  is  a  necessary  basis  for  all  other 
problems  in  this  subject.  Not  until  we  know  what  the  expres¬ 
sionists  themselves  have  set  forth  in  theory  and  practice  is  it 
possible  for  us  to  examine  dramas  for  expressionistic  content  and 
form;  nor,  indeed,  would  it  be  possible  even  to  discuss  the  aes¬ 
thetic  worth  of  expressionism.  First  of  all,  the  word  welter  of 
expressionistic  criticism  must  be  ordered ;  and  this  has  been  done 
in  our  first  part.  We  have  established  norms  through  a  synthetic 
study  of  a  large  number  of  critics. 

Likewise,  in  the  part  devoted  to  the  study  of  Strindberg’s 
dramas  we  have  made  each  analysis  in  the  light  of  the  earlier 
study.  We  have  pointed  out  the  nature  and  the  extent  of  Strind¬ 
berg’s  dramatic  expressionism  1  in  relation  to  the  elements  set 
forth  in  Part  I.  All  other  problems  were  dismissed  as  irrelevant 
to  this  work. 

To  be  more  precise,  we  have  dismissed  some  problems  that  are 
relevant  to  the  subject  but  are  not  pertinent  to  the  immediate 
discussion.  Expressionism  in  Strindberg’s  historical  dramas  and 
in  his  non-dramatic  works  has  been  dismissed  for  practical 


1  The  historical  dramas  were  excluded;  see  pp.  86-87  above. 
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measures.  Moreover,  we  have  been  rather  silent  regarding  one 
important  issue,  the  relation  of  Strindberg’s  dramas  to  the  re¬ 
ligious  aspect  of  expressionism.2  It  will  be  obvious  to  the  readers 
of  Strindberg,  or  of  this  book,  that  the  religious  element  plays  a 
strong  part  in  the  dramas,  especially  the  post-inferno  plays.3 
There  is,  however,  a  tangle  in  this  religious  material  that  cannot 
be  solved  by  a  gesture  accompanying  another  study.  In  the  first 
place,  one  would  be  obliged  to  consider  Strindberg  as  a  Lutheran, 
a  Unitarian,  an  atheist,  a  Swedenborgian,  a  Buddhist,  a  Roman 
Catholic  and  a  non-confessional  mystic ; 4  and  one  should  be  more 
than  indifferently  learned  in  each.  Secondly,  Oswald  Spengler’s 
statement  concerning  “  the  second  religiousness  ” 5  of  a  Culture 
World  invites  speculation  that  would  necessarily  throw  the 
study  into  an  entirely  different  light.  If  Spengler  is  right,6  we 
may  be  close  to  a  significant  historical  phenomenon  in  expres¬ 
sionism,  despite  Spengler’s  petulant  dismissal  of  the  movement: 
that  is,  “  the  second  religiousness  ”  in  Western  Culture.  Certainly 
a  study  of  Nietzsche,7  Strindberg,  G.  B.  Shaw  8  and  expressionism 
must  challenge  any  fond  prejudice  that  Christianity  is  surviving 
in  Western  Civilization,  especially  if  one  also  has  observed  the 
events  of  the  last  fifty  years.  Likewise,  our  eyes  should  be  opened 
by  the  growing  scepticism  in  science  and  the  consequent  disin¬ 
tegration  of  positivistic  foundations.  The  Western  World  has 
practically  discarded  its  religion  and  is  becoming  weary  of  its 

2  See  above,  pp.  57-58. 

3  See  To  Damascus,  Easter,  Advent,  There  are  Crimes  and  Crimes, 
The  Bridal  Crown,  A  Dream  Play,  Moses,  Socrates,  Christ,  The  Black 
Glove  and  The  Great  Highway.  And  there  are  more! 

4  See  Karl  Mohlig’s  Strindberg  und  der  Katholizismus,  and  Liebert’s 
Strindberg  —  Seine  Weltanschauung  und  Seine  Kunst. 

5  See  note  8,  Part  I,  Chapter  V. 

6  Right  in  assuming  that  we  too  shall  have  a  “  second  religiousness  ” 
in  the  Western  World. 

7  Spiero  refers  us  to  Friedrich  Rittelmeyer,  Friedrich  Nietzsche  und  die 
Religion,  Miinchen,  1920. 

8  See  especially  Shaw’s  Back  to  Methuselah. 


Conclusion 


213 


science.9  George  Bernard  Shaw  coolly  invites  us  to  formulate 
a  new  religion  if  we  would  save  ourselves,10  and  expressionism 
claims  to  have  in  itself  the  essence  of  religion,  a  new  spirituality 
that  in  no  wise  depends  on  religious  institutions.  We  have  ob¬ 
viously  a  problem  of  great  significance  in  the  religious  aspect  of 
expressionism,  but  its  partially  speculative  nature  and  its  great 
dimensions  naturally  forbade  inclusion  in  this  study.11 

In  the  second  half  of  this  book  we  have  analyzed  Strindberg’s 
dramas  individually,  so  our  responsibility  rests  in  the  honesty 
and  the  accuracy  of  our  work.  There  is  little  possibility  that 
anyone  versed  in  expressionistic  criticism  will  object  to  our  dis¬ 
cussions  of  the  post-inferno  dramas.  Indeed,  even  a  cursory 
reading  of  dramas  like  To  Damascus,  A  Dream  Play  and  The 
Ghost  Sonata  leaves  no  room  for  doubt.  They  are  clearly  what 
the  German  critics  call  expressionistic  dramas. 

Some  critics  may  feel  a  slight  shock  in  learning  that  The  Father 
must  be  grouped  with  the  expressionistic  dramas,  for  this  play 
has  long  been  fondled  as  a  naturalistic  drama,  especially  as  an 
example  of  early  naturalism.  Yet  it  is  evidence  that  has  forced 
us  to  make  a  reclassification.  There  are  no  ulterior  motives 
behind  this  work;  no  feverish  desire  to  force  expressionism  into 
Strindberg’s  dramas;  and,  further,  no  frantic  endeavor  to  unearth 
something  new.  It  is  not  the  play  of  a  critic’s  fancy,  but  the 
compulsion  of  evidence  that  determines  the  expressionistic  char¬ 
acter  of  The  Father. 

There  can  no  longer  be  any  reasonable  doubt  regarding  the  ex¬ 
pressionistic  nature  of  a  number  of  Strindberg’s  dramas.  We 
have  studied  these  dramas  according  to  the  norms  established 
from  the  German  movement  in  expressionism,  and  the  results  are 

9  Note,  for  instance,  Fosdick,  “  What  is  Religion?  ”  and  Bridgman, 
“  The  New  Vision  of  Science.”  Harpers  Magazine,  March,  1929. 

10  Shaw  is  not  alone  in  making  such  a  plea. 

11  The  study  would  be,  “  The  Relation  of  Literature  of  the  Last  Fifty 
Years  to  ‘  the  Second  Religiousness.’  ” 
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at  hand.  The  so-called  naturalistic  dramas,  The  Father  and  The 
Dance  of  Death,  must  be  recognized  as  expressionistic  dramas. 
The  To  Damascus  trilogy,  The  Great  Highway,  A  Dream  Play 
and  The  Ghost  Sonata  are  obviously  expressionistic.  To  this 
list  we  must  add  Advent,  There  are  Crimes  and  Crimes,  Easter, 
The  Hollander,  Toten-Insel  and  possibly  also  The  Pelican  and 
even  The  Bridal  Crown. 

Later  criticism  may  rebuild  this  mosaic,  but  at  present  we  can 
scarcely  come  to  other  conclusions.  This  is  the  result  of  applying 
expressionistic  norms  to  Strindberg’s  dramas. 
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A  LIST  OF  STRINDBERG’S  DRAMAS 

THE  following  is  a  list  of  items  of  Strindberg’s  dramas  with  titles  in 
Swedish,  German  and  English;  also  with  dates  of  writing,  publication 
and  production,  when  these  can  be  ascertained.  The  Roman  numerals 
refer  to  the  volume  numbers  in  the  Samlade  skrijter. 

This  list  has  been  compiled  from  the  Landquist  edition  of  Strindberg’s 
Collected  Works,  the  Carlheim-Gyllenskold  edition  of  Posthumous  Works, 
Strindberg’s  letters  to  Emil  Schering,  and  Lamm’s  monumental  work  on 
Strindberg’s  dramas.  The  work  last  mentioned  is  the  most  authoritative 
of  all  for  dates  of  writing  and  has  been  followed  closely.  Landquist’s 
edition  is  most  convenient  for  dates  of  first  publication  and  production; 
the  letters  to  Schering,  for  the  verification  of  some  dates.  The  dates  of 
publication  and  production  refer  to  the  first  appearance  in  Sweden  unless 
otherwise  stated.  Hedvall’s  Strindberg  -pa  Stockholms  scenen  (1870-1922), 
which  is  not  at  present  available  to  me,  may  help  to  complete  the  data 
offered. 

1.  En  namnsdagsgava,  eller,  Gnat  (Ein  Namenstagsgeschenk ;  A  Name’s- 
day  Gift).  Written  1869.  Sent  to  the  theater;  lost. 

2.  Fritankaren,  I  (Der  Freidenker;  The  Freethinker).  Written  1869. 
Published  1870.  Produced  —  . 

3.  Hermione,  I.  Written  1869.  Published  1871.  Produced  — . 

4.  Jesus  av  Nazareth.  Begun  1870;  not  completed. 

5.  Erik  XIV.  Written  1870;  burned  by  Strindberg. 

6.  I  Rom,  I  (In  Rom;  In  Rome).  Written  1870.  Published  1870. 
Produced  1870. 

7.  Blotsven.  Written  1870;  burned  by  Strindberg. 

8.  Den  fredlose,  I  (Der  Friedlosen;  The  Outlaw).  A  drama  based  on  the 
earlier  drama  Blotsven.  Written  1871.  Produced  1871.  Published 
1876. 

9.  Master  Olof,  II  (Meister  Olof;  Master  [Magister]  Olof).  Written  in 
prose,  1871-72.  Published  1881.  Produced  1881.  The  drama  was 
rewritten  at  least  five  times,  for  five  manuscripts  are  extant  in 
Sweden. 
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10.  Anno  fyrtioatta,  I  (Anno  48).  Written  1875.  Published  1881. 

Produced  — . 

11.  Master  Olof,  II  (Meister  Olof;  Master  Olof).  Written  in  verse  1876. 

Published  1878.  Produced  1890. 

12.  Efterspel,  Fragment,  Master  Olof,  II  (Nachspiel,  Meister  Olof;  Post- 

ludium,  Master  Olof).  Written  1877.  Published  1878.  Produced 
— .  This  Postludium  contains  within  its  frame  the  miracle  play, 
De  Creatione  et  Sententia  vera  Mundi. 

13.  Gillets  hemlighet,  IX  (Das  Geheimnis  der  Gilde;  The  Secret  of  the 

Guild).  Written  1879-80.  Published  1880.  Produced  1880?  Note 
the  statement  by  Landquist :  “  Gillets  hemlighet  uppfordes  forsta 
gangen  pa  K.  Dramatiska  teatern  diir  det  gick  6  ganger.  Dramat 
upptogs  pa  Svenska  teatern  i  Stockholm  7  maj  1906.” 

14.  Lyckopers  resa,  IX  (Gliickspeters  Fahrt;  Lucky  Per’s  Journey). 

Written  1881-82.  Published  1882.  Produced  1883. 

15.  Herr  Bengts  hustru,  IX  (Ritter  Bengts  Gattin,  oder,  Frau  Margit  — 

Sir  Bengt’s  Wife).  Written  1882.  Published  1882.  Produced  1882. 
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